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When CZIFFRA played Liszt at the ROYAL FESTIVAL HALL on September 21st 


“There is apparently no technical feat that lies beyond Mr. Cziffra’s truly 

remarkable hands—hands capable of achieving the most rich and mellow warmth 
of tone in the biggest fortissimos, and of discovering the finest gradations of tone 
from a fortissimo down to a whispered pianissimo. As for the combination of agility 
CRI Tl CS S A I D ~ and delicacy in Mr. Cziffra’s fingerwork, only a poet, perhaps, could really do it 
justice. His musical temperament combines vehemence of feeling with an acute 
sensibility, so that no one could have wished to hear finer performances of the 
music he chose to play on this occasion.”——The 7 imes. 


“,.. An altogether outstanding technique, fantastic in its brilliance, speed, control and 
apparently flawless accuracy. He played with velocity and impetuosity indescribable, 
and yet with facile grace and pliancy that made his efforts seem rather like the flight 
of thought than the result of mechanical exertion: the description of Liszt’s own 
playing that once appeared in these columns might be repeated for Mr. Cziffra.” 


—The Daily Telegraph. 


“His technique for power, brilliance, and delicacy is phenomena! . . . His 
bravura playing is tremendous, his velocity in scalework and decoration borders on 
wizardry. Everything has an immense ease. Double octaves flash at the pace of 
single notes, and of course, even more excitingly. Cziffra’s finger-control, moreover, 
gives him a dynamic range which is astonishing.” — Zhe Daily Mail. 


Cziffra 


PLAYS LISZT 


on this amazing record 


Franz Lisz 
Recital ’ 


Mephisto Waltz; Jeux d’eaux 4 la Villa d’Este; 
Valse Oubliee No. 1; Rhapsodie Espagnole; Valse-Impromptu; 
Gnomenreigen; Grand Galop Chromatique; 
Polonaise from Tchaikovsky’s “Eugene Onegin”. 
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with that of Kurt Thomas. There is also no 
doubt that the singing of the two D.G.G. 
choirs is of better quality than that of the 
Detmold body, good though it was, and is 
rather better balanced by the engineers ; 
and, of course, the D.G.G. issue has the 
benefit of the fine playing of the Berlin 
Philharmonic Orchestra. 

The antique instruments sound extremely 
well, except for the Corni da caccia, which are 
woefully flat in the opening chorus to 
Part 4. The harpsichord, with string bass, 
is used for the continuo in the recitatives by 
O.L., the organ, with string bass and 
bassoon, by D.G.G. 

There are no bands on the O.L. disc 
and none on the first D.G.G. disc, though 
the other two have them. 

The second Cantata is the finest, the last 
three the least interesting as a whole but, 
except in the one of the several borrowed 
numbers mentioned above and one over- 
long aria (No. 47), the long work is full of 
lovely things, not least among these being 
the chorales, very expressively sung on 
these discs. 

D.G.G. manage to fit one Cantata on to 
each side so that any turn-over is avoided. 
O.L. was not so fortunate. Thus Cantatas 
1 and 2 can be had on APM14101, the best 
bid if a single disc is all that can be afforded. 

This is a very successful issue indeed and 
one that not only communicates the 


spiritual joy of the Christmas season, but 
the joy that all felt in taking part in it. I felt 
much refreshed in listening to it. 


A.R. 


BEETHOVEN. Concert Aria. ‘“ Ah! 
perfido”’, Op. 65. Astrid Varnay 
(soprano), Bavarian Radio Sym- 
phony Orchestra conducted by 
Herman Weigert. 

MOZART. Concert Arias. ‘“ Alma 
grande e nobil core’, K.578. “‘Misera, 
dove son!”’, K.369. Maria Stader 
(soprano), Bavarian Radio Sym- 
phony Orchestra conducted by Fritz 
Lehmann. ‘Per questa bella mano”, 
K.612: ‘‘Mentre ti lascio, o figlia’’, 
K.513. Kim Borg (bass), Bamberg 
Symphony Orchestra conducted by 
Ferdinand Leitner. D.G.G. 
DGM18219 (12 in., 41s. 84d.). 

The Beethoven aria is the same per- 
formance I reviewed in March with the 
difference that there it was set out on two 
sides of a 7-inch EP involving a turn over. 
[t is on the stately side compared with the 
Schwarzkopf/Karajan version but makes 
quite an impression, heavy beat though 
we hear in Mme Varnay’s voice at urgent 
moments. 

The four Mozart arias have some 
musical interest, though largely from a 
historical angle. The best known is I 
suppose Misera dove son which takes on 
the shape of a big solo operatic scena. It 
is not very interestingly sung by Maria 
Stader ; she sounds quite uninterested in 
the sounds of the words, let alone their 
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meaning. The effect is as if the whole 
aria were a flute solo which she found too 
high and difficult for her. There is a 
distinct impression of strain and scamping 
towards the end. I could not make this 
band sound clear or vivid. Miss Stader 
does much: better with Alma grande, which 
was written for the first Dorabella, 
Villeneuve, and in which this German 
singer finds a good deal of character and 
even irony (as she should). But could 
nobody tell her not to sing “‘ kvell ingrato ” 
for “Quel ingrato” ? Again the con- 
clusion sounds rushed and a shade per- 
functory. Kim Borg sounds well and 
doggedly musicianly in Per questa bella mano 
even achieving a real basso shake at one 
point. But the double bass obbligato 
sounds tenuous (understandably). But 
this testing aria is one which it should 
much interest student basses to study. 
All in all the Finnish bass acquits himself 
well. Mentre ti lascio is on the stodgey side 
but decently sung and solidly recorded. 
P 


CHRISTMAS CAROLS OF OLD 
ENGLAND. Pat-a-pan. We three 
Kings of Orient are. I saw three ships 
come sailing. It came upon the mid- 
night clear. Good King Wenceslas. 
Once in Royal David’s City. Rocking. 
The first Nowell. God rest you merry 
gentlemen. Wither’s rocking hymn. 
Silent Night. Wassail Song. Boar’s 
Head Carol. Past three a clock. 
Lullay my liking. Adam lay ybounden. 
Herrick’s Carol. Angelus ad Virginem. 
The Holly and the Ivy. O little one 
sweet. Song of the Nuns of Chester. 


Winter rose. In dulci jubilo. Alfred © 


Deller (counter-tenor), The Deller 
Consort, Desmond Dupré (lute), 
Stanley Taylor (recorder). Van- 
guard PVL7046 (12 in., 39s. 114d.). 
With only two dozen shopping days to 
Christmas, a record of this type is, I suppose, 
inevitable. Basically, the idea of a pro- 
gramme of carols for a small group of voices, 
with lute and recorder, is full of possibilities. 
Most of them are unfortunately missed in 
this disc. The selection of carols is hap- 
hazard in the extreme, and the arrangements 
or distortions to which many of them are 
subjected are well-nigh unbelievable. Never- 
theless some of the consort pieces come off 
fairly successfully. The solo items are, 
however, mostly disappointing, for Deller 
seems not to be in good voice and his 
diction, usually so pure, is unaccountably 
unclear. The disc, taken as a whole, gives 
the impression that it was put together 
hastily and with insufficient thought—a 
great pity, for (as I have said) a little 
intelligent planning would have made all 
the difference in the world. D.S. 


DVORAK. Biblical Songs, Op. 99. 
Marta Krasova. (sito), Premysl 
Koci (baritone), Miroslav Kampels- 
heimer (organ). Supraphon LPM136 
(10 in., 30s. 11d.). 

It is a great pity that the sleeve note of 
this disc gives only general information 
about the Biblical Songs— interesting in itself 
but with no specific allusion to any of the 
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songs, nor is there a list of titles on the 
label. It may be that the texts with English 
translations are also to be issued with the 
disc but, in case this is not so, I give the 
titles as translated by Astra Desmond in her 
admirable edition of the songs (Legnick) 
which contains two vocal lines, one in 
Czech, the other in English, the latter 
conforming as far as possible to the language 
of the Prayer Book or the Authorised 
Version of the Psalms. 1, Clouds and dark- 
ness; 2, Thou, O Lord, art my hiding 
place and shield ; 3, Hear my prayer, O 
God; 4, The Lord is my shepherd; 5, 
I will sing a new song unto Thee ; 6, Hear 
my crying, O Lord; 7, By the waters of 
Babylon ; 8, Turn Thee to me; 9, I will 
lift mine eyes; 10, O sing unto the Lord. 

The songs are beautifully sung, with 
devotion and fervour, by Marta Krasova 
and Premysl Koci: one would never 
recognise in Miss Krasova’s warm tones the 
harsh timbre she put into her voice when 
singing the part of Kostelnitchka in 
Supraphon’s recent recording of enufa 
(LVP160-2). The baritone is a younger 
member of the Prague National Theatre, 
not always steady in tone, but with a voice 
of pleasing quality. 

Needless to say the songs gain enormously 
from being sung in Czech and this fine 
performance has made me revise an ill- 
considered judgment on them in my book 
on the composer. The distribution of them 
between the two singers is well carried out. 

ALR. 


ALESSANDRO SCARLATTI. Two 
Duet Cantatas. Clori e Lisa; Floro 
e Tirsi. Jennifer Vyvyan (soprano), 
Elsie Morison (soprano), Thurston 
Dart (harpsichord continuo), 
Desmond Dupré (viola da gamba). 
London L’Oiseau-Lyre OL50154 
(12 in., 39s. 114d.). 

It’s curious that Alessandro Scarlatti 
should today be so much less well known 
than his son Domenico, for originally it 
was Domenico who was overshadowed by 
his father ; in fact Ralph Kirkpatrick has 
advanced the theory that Domenico’s 
unusually late development as a composer 
was due to the sheer overwhelming weight 
of his father’s achievements. The harpsi- 
chord sonata was almost the only form that 
Alessandro had left uncultivated ; he was 
equally distinguished as a composer of 
instrumental music (his concerti can stand 
comparison with Corelli’s) and of vocal 
music for the church and the opera-house. 
And also for more private occasions ; 
Scarlatti’s cantatas are literally “‘ chamber 
music ”’, and we must think of them as 
written for the delectation of a few highly 
cultivated connoisseurs such as Cardinal 
Ottoboni, rather than for the ordinary 
music-lover. 

These two cantatas are exquisitely 
beautiful music, sensuous and civilised. 
The words, the amorous complaints of 
Arcadian shepherds and shepherdesses, are 
conventional rubbish, but they provide the 
composer with an excuse to devise music 
which will show off to the best possible 
advantage the voice and the sensibility . 
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his singers. We’re fortunate in having two 
such beautifully matched sopranos (matched 
in intelligence as well as in vocal colour) as 
Elsie Morison and Jennifer Vyvyan. These 
two cantatas represent a two hundred per 
cent increase in the number of Scarlatti 
cantatas at present in the catalogues, so it 
was particularly important that they should 
be well done. They have been ; it’s a long 
time since I have heard such consummately 
seductive singing. The harpsichord con- 
tinuo is eloquently realised by Thurston 
Dart, and Desmond Dupré supplies a firm 
and resilient bass-line. The recording is 
well balanced, but the level on the side 
containing Clori e Lisa seemed dangerously 
high ; some pick-ups might tend to give 
peak distortion. .N. 


SACRED SONGS. Hear my prayer—O 
for the wings of a dove (Mendels- 
sohn). St. Paul (Mendelssohn) : 
Jerusalem. Silent night, holy night 
(Anon., arr. Woodgate). O divine 
Redeemer (Gounod). Jerusalem 
(Parry). Jubilate (Anon., arr. Wood- 
gate). O come, all ye faithful (Trad., 
arr. Woodgate). Abide with me 
(Liddle). Kirsten Flagstad (soprano), 
with choir and the London Philhar- 
monic Orchestra conducted by Sir 
Adrian Boult. Decca LXT5392 
(12 in., 39s. 114d.). 

I can’t say this is my idea of a jolly 
evening’s listening, but I expect all the 
pieces on this disc have their admirers and 
may even acquire more through Mme 
Flagstad’s powerful advocacy. She is in 
better form vocally than she was in her 
recent Bach-Handel recital, and in this 
case there is none of the disparity between 
the music and the style of the performance 
which A.R. mentioned; here both are 
firmly ‘‘ English-oratorio ”’. My only 
grumble would not be with the choice of 
music (except perhaps the Gounod piece, 
which I should have thought had outlived 
its usefulness) but rather with Mme 
Flagstad’s lack of genuine expressiveness. 
The tone of her voice is magnificent, but it 
doesn’t vary very much ; it’s a little diffi- 
cult to distinguish penitence from jubilation. 
However, that apart, there is much on this 
disc to give pleasure—if not tome. J.N. 


OPERATIC 


BEETHOVEN. _ Fidelio : 
licher, wo eilst du hin ? ”’. 

GOETZ. Der Widerspenstigen Zah- 
mung: “Die Kraft versagt’’. Christel 
Goltz (soprano), Bavarian State 
Orchestra conducted by Robert 
Heger. D.G.G. ELP30233 (7 in., 
16s. 84d.). 

There is no sleeve-note to tell us about 
Der Widerspenstigen Kahmung. Goetz’s name 
is kept alive for us not by his music, but by 
some paragraphs in Bernard Shaw’s music 
criticism (Vol. III, p. 94): “ You have to 
go to Mozart’s finest quartets and quintets 
on the one hand, and to Die Meistersinger 
on the other, for work of the quality we find, 
not here and there, but continuously, in 
the symphony in F and The Taming of the 


** Abscheu- 
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Shrew, two masterpieces which place 
Goetz securely above all other German 
composers of the last hundred years, save 
only Mozart and Beethoven and Weber 
and Wagner ”’. For “ he has the charm of 
Schubert without his brainlessness .. . 
Brahms. . .is a dolt in comparison .o him”’. 

I heard Der Wiéiderspenstigen Kahmung 
(The Taming of the Shrew) some years ago 
in piano-accompanied recital in the small 
room of the Festival Hall, and wondered 
then quite what Shaw had made such a 
fuss about. The opera, first performed in 
Mannheim in 1874, is an attractive, 
well-made work, but hardly a neglected 
masterpiece. It is interesting, but not 
startlingly delightful, to have this pleasant 
aria from it on record. The piece comes 
from the fourth (last) act, after the dinner 
scene in which Petruchio flings the food to 
the floor and storms out, leaving Katherine 
fainting from hunger and _ exhaustion: 
“Die Kraft versagt”’, “‘ My strength is 
spent’? in Treutbeck’s translation. In 
adagio, Kate looks back on her former 
pride ; she cannot hate her hateful husband, 
and reaches a climactic phrase on “ Mein 
Leben wollt fiir ihn ich lassen”. In the 
aria she looks forward to a happy day when 
she will have won his love, “OQ Wonnege- 
danke”. I cannot help feeling that 
Christel Goltz is temperamentally cast for 
the shrewish Katherine of the earlier scenes; 
but in this performance she successfully 
adopts a meek, tender tone, and sings with 
great feeling. She is also steadier and truer 
than usual. 

Those who heard Mme Goltz’s Leonore 
at Covent Garden some time ago will 
remember that she sings the role with an 
attractive sincerity and forthrightness. And 
those who heard, either in the Riding 
School or by wireless, the squally account 
she gave of it in Salzburg this summer will 
be pleased to find that on this record she 
has her strong voice under much better 
control. She does not get much radiance 
into the lovely phrases of “‘ Komm’, 
Hoffnung ”’, and she nowhere recalls Lotte 
Lehmann’s fervent declamation of the 
words ; her tone is perhaps rather mono- 
tonous. All the same, it is a likeable, 
honest sort of performance. (It is strange 
that Parlophone should have let Mme 
Lehmann’s visit to us pass without having 
marked the occasion by a 45 reissue of her 
“Komm’, Hoffnung ”—and so much else 
besides !) The recording of the new D.G.G. 
is clear, though not so forward and immed- 
iate as the best of their records. A.P. 


DONIZETTI. Lucia di Lammermoor : 
** Regnava nel silenzio ”’ (Act 1). 
ROSSINI. The Barber of Seville : 
“Una voce poco fa” (Act 1). Gianna 
d’Angelo (soprano), Orchestra of 
the Teatro di San Carlo di Napoli 
conducted by Francesco Molinari- 
Pradelli. Philips NBE11067 (7 in., 

12s. 104d.). 

This soprano, heard at Glyndebourne 
and (by me more recently) at Wiesbaden 
has a pleasant presence ; a good talent of 
the stage, too, and is one of those leggieros 
with the musical sense to “ go” with the 
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orchestra, instead of making everything in 
the music wait on her own comfort. I 
shall remember her Gilda with pleasure 
and I am sure her Rosina too must be 
delightfully vivacious. The opening scene 
of Lucia is, however, a_ severe test; 
musically phrased at first with pretty tone, 
it presently betrays much that is tentative 
and inexperienced and a difficulty with 
runs. In the cabaletta “‘ Quando rapito ” 
though the staccato effects remain good, 
the runs and the shakes are diffident. 
Result: it all sounds a trifle laboured. 

The same defects are apparent in the 
Rossini and rather take off the gilt from a 
performance in many ways attractive. The 
recording is quite clean and the conductor 
at least does not hurry Miss d’Angelo. 
How can we place this soprano in the 
world of Zeani, Roberta Peters, Rita 
Streich and Callas, each with her virtues 
and failings, which weigh differently with 
each listener ? All I can say is that while 
it is not disagreeable, this début, it is 
indisputably not top flight singing. 

P.H.-W. 


KIENZL. Der Evangelimann: “Selig 
sind die Verfolgung leiden’”’ ; 
** Johannes schiaft ” ; “©  schéne 


Jugendtage”’. Lorenz Fehenberger 
(tenor), Herta Tépper (mezzo- 


soprano), Wittelsbacher Gym- 
nasium Chorus, Bamberg 
Symphony Orchestra _ conducted 
by Victor Reinshagen. D.G.G. 
ELP30046 (7 in., 16s. 84d.). 

Der FEvangelimann was, according to 
Loewenberg, one of the most successful 
German operas between Wagner and 
Strauss ; within 40 years of its first per- 
formance in 1895 it had been given more 
than 5,300 times. The first edition of The 
Record Guide describes it as having ‘“‘ the 
simple, sentimental appeal of a Biblical 
text decorated with a floral pattern and 
framed in oak”; but while this applies 
well enough to the musical style of the two 
items recorded (shorter versions of those 
that appear again on the present disc), 
it gives little idea of the violent action which 
underlies them. ‘Two brothers, Johannes 
and Mathias, are both in love with Martha. 
Johannes starts a fire and Mathias is 
blamed for it. Thirty years pass before the 
second act. Martha has committed suicide; 
Mathias has spent twenty of these 
years in prison, and is now an Evangelimann, 
or wandering mendicant preacher. Now 
Johannes, stricken in remorse, is cared for 
by Magdalena, Martha’s friend. In a 
courtyard, behind the Viennese house 
where he lies dying, she sings in recitative 
(** Johannes schlaft ’’) of his terrible trouble, 
and then in a low-lying slow 6/8 aria (“* O 
schéne Jugendtage”’) recalls the happy 
times of thirty years before. 

Now Mathias enters the courtyard, 
singing what has become his “ theme- 
song ’’, ** Selig sind, die Verfolgung leiden”’ 
(“‘ Blessed are they who are persecuted ”’) 
—a piece that was much recorded in the 
early years of this century. It is a hymn in 
three verses: first sung by Mathias, then 
in phrases by Mathias and the children to 
whom he teaches it, then all together, with 
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The Concertéebouw 
Urchestra of Amsterdam 


Tchaikovsky Mozart 


Symphony No. 4 in F minor, Op. 36 Symphony No. 29 in A, K. 201 
Serenade in D, K. 320 (Posthorn) 


The Concertgebouw Orchestra 
S mM eta na conducted by Eduard van Beinum 
Vitava, ABL 3174 


from Ma Viast (My Country) 
The Concertgebouw Orchestra 
conducted by Antal Dorati 
ABL 3195 


OTHER NEW RECORDS 


Bach Delius 


Chorale Preludes : in a Summer Garden 

O mensch, bewein’ dein’ siinde gross Over the Hills and Far Away 

(ist version) (BWV. 622) The Royal Philharmonic Orchestra 
O mensch, bewein’ dein’ siinde gross conducted by Sir Thomas Beecham, Bart. 
(2nd version) (BWV. 622) SBR 6242 

Wenn wir in héchsten nédten sein. (BWV. 641) 

ich ruf’ zu dir, Herr Jesu Christ. (BWV. 639) 

Gelobet seist du, Jesu Christ. (BWV. 604) 

Herzlich tut mich verlangen. (BWV. 727) 

Nun komm; der Heiden Heiland. (BWV. 659) 

Albert Schweitzer (Organ) 

ABL 3197 
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Philips Electrical Limited, Gramophone Records Division, Stanhope House, Stanhope Place, London, W.2. Philips are world-renewned 
makers of Radtograms, Record Players and Changers incorporating the famous Philips ‘Featherweight’ Pick-up. 


a 
» 
* 
4 
* 
oa 
* 
+ 
& 
a 
* 
® 
® 
a 
ca 
a 
o 











40 Advert Th GRAMOPHONE December, 1957 





eeee?eee#ee#eeseee#eeeeeee tet &¢ ® * © e e@ * © * e £4 | * * 8e® @ ® 
. 
. | 
. Brahms | 
2 Piano Concerto No. 2 in B flat, Op. 83 | 
Rudolf Serkin (Piano) 
7 The Philadelphia Orchestra 
. conducted by Eugene Ormandy 
ABL 3170 


, Tchaikovsky 


° _ Symphony No. 6 in B minor, Op. 74 
| ae (Pathétique) 

The Philadelphia Orchestra 
conducted by Eugene Ormandy 
SBL 5214 











Eugene Ormandy - 


Dimitri Mitropoulos 


Vaughan Williams 





» Symphony No. 4 in F minor 
The Philharmonic-Symphony Orchestra 
ad of New York 
e conducted by Dimitri Mitropoulos 
; ABR 4065 
e y 
= 
; Beethoven 
‘ Die Geschépfe des Prometheus 


(The Creatures of Prometheus) — Ballet 
The Hague Philharmonic Orchestra 

° conducted by Willem van Otterloo 
ABL 3183 


Willem van Otterloo 





el wed 
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HANS RICH TER-HAASER 
MAKES HIS FIRST 
LONG-PLAYING RECORD 

FOR PHILIPS 


Beethoven 


Sonata No. 23 in F minor, Op. 57 
(Appassionata) 

Sonata No. 8 in C minor, Op. 13 
(Pathétique) 

Sonata No. 14 in C sharp minor 
Op. 27, No. 2. (‘Moonlight’) 
Hans Richter-Haaser (Piano) 
ABL 3192 
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LONG-PLAYING RECORDS 


Philips Electrical Limited, Gramophone RecorJjs Division, Stanhope House, Stanhope Place, London, W.2 


Philips are world-renowned makers of Radiograms, Record Players and Record Playing Equipment incorporating the famous ‘Featherweight’ Pick-up 
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THE BUDAPEST WALTER 


STRING DE LA MARE 
Qu A RT ET Poems for Children: 


Tartary 
Many a mickle 
Five eyes 
Nicholas Nye 
Nod 
The Listeners 
Bunches of Grapes j 
S Cc n ms b a rt The Truants a 
The Song of the Mad Prince 
(Death and the Maiden). Silver 
Quartettsatz in C minor, The House of Dream 
Op.posth. Read by Norman Shelley and Mary O'Farrell 
CRB 1002 


Yo ee | ee eee 


Quartet No. 14 in D minor, Op.posth. 
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Mozart 


Eine Kleine Nachtmusia 
The Columbia Symphony Orchestra 
conducted by Bruno Walter 


e=ere- 


» 


Bias sis stbsscsep steestessteges 


ABE 10023 

Mozart 
need The Marriage of Figare 
iat * Non Piu Andrai — Act 1. 
isp t Porgi, amor — Act 2. 


t E Susanna von Vien ? — 
Dove Sono — Act 3. 


Walter Berry (Bass) * 

Sena Jurinac (Soprano) f 

The Vienna Symphony Orchestra 
conducted by Karl Béhm 

NBE 11065 
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Which is the best seat in the house? Orches- 
tral tone in the concert hall is made up of a 
mixture of direct and reflected sound which 
changes from seat to seat. From one, the 
trumpet may be too dominant; from 
another, the double-bass may disappear. 
From perhaps just one seat the sound 
intensity and tonal relationship of the 
different instruments will match your own 
hearing characteristics. But how do you 
find it?—by prodding with a pin ina seating 
plan? The answer is very simple. The best 
seat in the house can be reserved indefinitely 
for you...inthe comfort of your own home. 
With Pye High Fidelity Systems you can 
create the music of your choice, free from 
distortion or audience distraction, and 
exactly adjusted to your own individual 
needs. 


The finest seat in the house 








The Pye Mozart is one of the smallest and 
most compact amplifiers ever devised for 
home use. Ingenious design and brilliantly 
simplified circuitry have made possible no 
less than 10 watts undisto output— 
sufficient for the largest home system—yet 
the Mozart can be comfortably contained on 
wall-shelf, bookcase or fireside roy It has 
facilities for high fidelity reproduction 
from records, tape and radio, and has 
separate volume and on/off - switches. 
Features new ‘dialamatic’ pickup compen- 
sation. Installed in minutes. Printed Cir- 
cuit production gives outstanding re- 








liability. 
MOZART HF 10 a et is ignt ib.) or seonte, form, 
price 22 gns. (we or in meta] open- 
AMPLIFIER work case On ). Facia Ew in copper 
sh. ee. 103” wi 3’ h, 5’ 
deep. In conjunction with tiie ake ook- 
Fora thrilling new experience in good listening, good living = ‘ a a ae 1 — oa po 
—see your Pye Hi Fi Dealer. value in top-quality, low-price high fidelity. 
HiG Hi 
FIDELITY 
Svs TEMS 
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Magdalena joining in. There are no sleeve- 
notes on the record, so perhaps I should 
end the story: Mathias forgives his brother, 
and as Johannes expires, the children’s 
voices outside, accompanied by harmonium, 
sing “* Selig sind ’’ once more. 

Herta TO6pper is an excellent mezzo- 
soprano who sings her aria steadily and 
truly, while Fehenberger is gentle and 
serene in the consoling melody of “ Selig 
sind ’’. Both singers are regularly heard in 
Munich. The recording is good. A.P. 


MC ART. The e of Figaro. 
on pitt andrai” (Act 1): Walter 
Berry (Bass). ‘* Porgi amor” (Act 
2) ; “‘ E Susanna non vien ? ” ; “Dove 
sono” (Act 3). Sena Jurinac 
(soprano), Vienna Symphony Orch- 
estra conducted by Karl Béhm. 
Philips NBE11065 (7-in., 12s. 104d.). 
Walter Berry’ s strong and jovial “ Non 
pii andrai” is admirable; bouncing 
rather than subtle, but a gleeful perform- 
ance. Would I could say as much of Mme 
Jurinac, usually so admired. The accom- 
panying of “ Porgi amor ” is against her ; 
sluggish, almost soporific. The introduction 
is not well recorded. The singer sounds as 
if she was in perpetual dread of failing to 
provide enough breath support to finish the 
phrases. She gets through, needless to say. 
“Dove sono ”’ is less nervous, but it is far 
from the ideal, relaxed account (which this 
singer might surely be expected to provide) 
of the beautiful, pensive lament for happier 
days. Breathing again seems to be the 
trouble ; and a lack of grip on the vowel 
sounds, which tend towards a monotonous 
‘ah” sound. Probably if you could see 
her on stage you’d hardly notice the 
defects, but I cannot really recommend the 
record for repeated playing, except for jolly 
Walter Berry’s Figaro. P.H.-W. 


PUCCINI. Gianni Schicchi. 
Gianni Schicchi 
Giuseppe Taddei (bar.) 
Lauretta Grete Rapisardi (sop.) 
Zita detta La Vecchia 
Agnese Dubbini (mezzo-sop.) 
Rinuccio Giuseppe Savio (ten.) 
Gherardo Gino del jel Signore (ten.) 
Nella Renza Ferrari (sop.) 
Betto Di Signa 
Pier Luigi Latinucci (bar.) 


Simone Fernando Corena (bass) 
Marco Alberto Albertini (bar.) 
La Ciesca Liana Avogardo (sop.) 
Maestro Spinelloccio’) Franco 
Sir Amantion Calabrese 
Di Nicolao (bass) 
Pinellino Caelo Bacci (bar.) 
Guccio 


Mario Fanti (bar.) 
Orchestra of the Italian Radio 
and Television, Turin, conducted 
by Alfredo Simonetto. Cetral 50028 
(12 in., 57s. 6d.). 

It is extraordinary that Puccini’s small 
masterpiece of comedy should have taken 
so long to reach us in recorded form, and 
even now it comes in a recording made 
several years ago. W.E.R.M. lists only 
one other version, made in Berlin. 

This recording, certainly not hi-fi but 
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quite acceptable, takes second place to a 
most enjoyable performance and one that 
made me—and how rarely this happens to 
a reviewer—laugh out loud several times. 
If only our singers could acquire the 
perfect enunciation and intonations of the 
Italians. Taddei gives a richly comic 
performance in the name-part, without 
ever over-playing it, Corena and Calabrese 
(the latter doubling the doctor and the 
lawyer) are both excellent and the young 
lovers, if not in the same class, sing with 
plenty of fervour and some sensitivity. I 
very much liked Agnese Dubbini’s well 
characterised portrait of La Vecchia. 
Alfredo Simonetto has been criticised 
for not pausing before “‘O mio babbino 
caro’, but Puccini has indicated only a 
rallentando in the previous bar and a quaver 
rest, and to pause longer here would be to 
spot-light a celebrated little aria that is, 
and here sounds to be, part of the action. 
The conductor gives full value to the many 
delicious touches of orchestration, his tempi 
are just right, he holds the ensembles well 
together, and a reasonably good balance is 
achieved between voices and orchestra. 
The stage noises, the sighs and moans of 
the hypocritical and finally frustrated 
relatives are realistically and very 
amusingly done, but not overdone. 


The presentation is altogether lively and, 
in the lyrical passages Puccini has so 
skilfully introduced into this brilliant score, 
lovely ; and I heartily recommend this 
adorable little opera to those who have 
yet to become acquainted with it. The 
rest will need no such recommendation 
except as regards performance and 
recording. A.R. 


PURCELL. The Fairy Queen. 


First Woman 


Second F 
Night weed Elsie Morison (sop.) 
Chinese Woman 
Spring 
M nnif. yvyan 
a Woman \ J ” erV 
First Fairy (sop.) 
Phoebus 
Autumn 
Summer | Peter Pears (ten.) 
First Chinese 
Man 

Ronen gost } Thomas Hemsley 
Hymen (bass) 
ee \ John Whitworth 

Chinese Man (counteér-ten.) 
Al } Trevor Anthony (bass) 
Mopsa Peter Boggis (counter-ten.) 


St. Anthony Singers and the Boyd 
Neel Orchestra conducted by 
Anthony Lewis. Chorus master: E. 
McArthur. London L’Oiseau-Lyre 
OL50139-41 (three 12 in., 119s. 104d.). 


In the Gentleman’s Journal for January, 
1692, there was announced “‘ a new opera, 
wherein something very surprising is 
promised us; Mr.. Purcell, who joins to 
the delicacy and beauty of the Italian way 
the graces and gaiety of the French, 
composes the music...” And in May 
the same paper’s readers were informed 
that “‘ the opera of which I have spoke to 
you in my former hath at last appeared, 
and continues to be represented daily ; it 
is called The Fairy Queen. The drama is 
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originally Shakespeare’s, the music and 
decorations are extraordinary. I have 
heard the dances commended, and without 
doubt the whole is very entertaining ”’. 
The decorations must certainly have been 
extraordinary, for they included grottos, 
fountains (one with a_ twelve-foot jet), 
self-raising bridges in the shape of dragons, 
swans which turned into fairies, Phoebus 
in a chariot drawn by four horses, and 


Juno in a machine drawn by peacocks. 


It’s quite likely that The Fairy Queen owed 
its original success (and we’re told that 
“the Court and Town were wonderfully 
satisfied with it’’) more to these ingeniosi- 
ties than to the contributions of either 
Shakespeare or Purcell. These records only 
give us Purcell’s music, of course, and to 
avoid any possible disappointment it must 
be said at once that this is not an opera in 
the modern sense of the word, but five 
loosely-constructed masques; one was 
added to each of the acts of A Midsummer 
Night’s Dream to make it more acceptable 
to Restoration taste. There’s no use in 
looking to it for either dramatic continuity 
or psychological profundity ; in fact The 
Fairy Queen has less in common with Die 
Walkiire than with My Fair Lady. 

But what a writer of musicals Purcell 
was! The sheer richness and variety of 
invention in this score is astounding. The 
instrumental numbers alone range with 
equal success from grave contrapuntal 
overtures to catchy dance-tunes—and the 
Dance for the Followers of Night gets the 
best of both worlds by being an exquisite 
piece of ballet music and at the same time 
a double canon. But it’s in the vocal music 
that Purcell really shows his genius. There’s 
scarcely a weak moment in the whole long 
series of airs, duets and choruses. Some 
brief scenes give an idea of his abilities as a 
dramatist, particularly the scene of the 
drunken poet in the first act and the comic 
dialogue of Coridon and Mopsa in the 
third. Thomas Hemsley is very successful 
in putting these across, and Peter Boggis 
has a good shot at the bucolic Mopsa, 
originally sung “*‘ by Mr. Pate in woman’s 
habit”. The summoning of the birds at 
the beginning of Act 2 is another vivid 
moment, but on the whole it’s not dramatic 
aptness but sheer musical beauty that 
Purcell gives us. The score contains 
several large-scale songs which show him 
at the height of his powers—** Thrice- 
happy lovers ’’, the plaint “‘ O let me weep!” 
and the fine aria with trumpet obbligato 
** Thus, thus the gloomy world ”—-splen- 
didly sung on this record by Peter Pears. 
(All of these come on side 5 of the set, and 
I think a prospective buyer could hardly 
do better than to try this side first.) But 
perhaps the fertility of Purcell’s melodic 
imagination is even clearer in the shorter 
sonzs such as “‘ If love’s a sweet passion ” 
and the duets “‘ Come let us leave the 
town ” and “ Turn thine eyes”; and the 
two sequences of songs in Acts 2 and 4, 
the first sung by Night and her followers 
and the second by the Four Seasons, 
contain some unforgettable tunes. 


I shan’t pretend that my enjoyment of 
these three records was absolutely without 
reservations, There are one or two tempi 
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which strike me as a little extreme—both 
fast and slow ones—and the two counter- 
tenors are unable to do justice to their 
martial duet “Let the fifes and the 
clarions ’’. But on the whole the standard 
of singing is exceptionally high. I really 
doubt whether another country in Europe 
could muster a group of soloists with such a 
thorough understanding of the style of this 
music, and who could capture the music’s 
essential freshness so convincingly. ‘There 
is absolutely no suggestion of the museum 
in this performance and I cordially recom- 
mend it to anyone who still imagines that 
“ald music” is inevitably dull; no one 
who already knows Purcell’s music will 
need a recommendation. 


The recording, it must be added, is 
almost throughout worthy of the perform- 
ance. Something odd happens to the final 
note of “ Thus, thus the gloomy world ”’, 
and it sounds as if the soloists’ microphone 
was not brought up quickly enough for the 
words “‘ Our Queen of Night commands 
thee’ after the chorus has summoned 
Hymen, but these minor blemishes are 
easily forgotten. As a purely personal 
comment, though, I can’t help wishing that 
Professor Lewis had resisted the temptation 
of finishing with a chorus ; it would surely 
have been more traditional to finish with the 
big C major chaconne for instruments 
alone. But Purcell’s intention is not clear, 
I admit, and I doubt whether many people 
will be deterred by this point—I certainly 
hope not. J.N. 


ROSSINI. Mosé. 


Mosé Nicola Rossi-Lemeni (bass) 
Elisero Agostino Lazzari (ten.) 
Faraone Giuseppe Taddei (bass) 
Aménofi Mario Filippeschi (ten.) 
Aufide Piero de Palma (ten.) 
Osiride Plinio Clabassi (bass) 
Maria Lucia Danieli (mezzo-sop.) 
Anaide Catarina Mancini (sop.) 
Sinaide Bruna Rizzoli (sop.) 


Mysterious voice 

Ferruccio Mazzoli (bass) 
Chorus and Orchestra of the San 
Carlo Opera, Naples, conducted by 
Tullio Serafin. Philips ABL3201-3 
(three 12 in., £6 5s. 3d.). 


This is another important Philips “‘first 
recording’’. Mosé is an Italian translation of 
Moise (1827), which is the amplified and 
revised French version of the “ oratorio ”’, 
or opera on a sacred subject for performance 
during lent, Mosé in Egitto, that Rossini 
composed for the San Carlo in 1818. 
Stendhal was present at the first perform- 
ance, and has left us a lively account of it 
in his Life of Rossini (the Introduzione of 
which he makes so much is that which 
opens the present second act ; in the Paris 
revision the first act was added). We can 
find in Radiciotti an account of the original 
plot and musical numbers. For the Opéra, 
we learn from the same source, the com- 
poser cut out unsuitably perky motives, 
simplified ornaments and cadenzas, and 
threw more dramatic weight on the 
orchestra. The recension is “inferior in 
beauty and abundance of melodies, superior 
in its elevation of style, truth of expression 
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and novelty of harmonic and instrumental 
effects”. In both versions, it had an 
immense success; Colbran was praised 
(not by Stendhal, of course) in Naples, 
Pasta (1822) in Paris. In 1822 it also 
reached London, disguised as Pietro 
l’Eremita, since the “rigidi Puritani” 
would not countenance the presentation of 
the Biblical characters on the stage. At 
Covent Garden, in 1853 (by which time we 
were no doubt less inflexible), it was crossed 
with Handel’s Israe! in Egypt. Patti had a 
success with it in New York in 1860. 
According to Toye, Moses (bass) is the 
genitor of the bass High Priests, Father 
Guardians and Grand Inquisitors in Italian 
opera: Rossini finally dissolved the regular 
linking of basso with buffo. In Paris, Moise 
started a new era for the Opéra; with Le 
Siége de Corinthe that preceded it, and 
Guillaume Tell which followed, more success- 
ful than either, it laid the foundations for 
French grand opera, Meyerbeer, and so 
Verdi and Wagner. 


Praise of Mosé generally begins with two 
numbers. First, the JIJntroduzione already 
referred to, which accompanies the Plague 
of Darkness ; an expressive motif winds its 
way through key after key while soloists and 
chorus voice their terror and distress, and 
pray, not at all in conventional periods. 
Then Moses lifts his staff, delivers his 
Invocazione, and light streams out in the 
music as on the stage. Second, and even 
more famous, the Prayer, in the last act, 
** Dal tuo stellato soglio ”’, which Bernard 
Shaw thought so sublime that “after a 
careful look round to see that none of my 
brother critics were watching me I wore 
away about an eighth of an inch from the 
ferrule of my umbrella in abetting an 
encore’. This Prayer was put in for the 
1819 revival, apparently to distract the 
audience’s attention from laughable stage- 
management of the Red Sea crossing. The 
Israelites are on the shore, with Pharaoh’s 
troops hot in pursuit. In G minor, the 
famous Prayer goes up, a wonderfully 
broad melody, heard first from Moses, then 
Elisero (his brother, tenor), then from 
Anaide (his niece, soprano), echoed each 
time by the chorus. Finally all the voices 
unite as the Prayer breaks into G major. 


It is easy to comprehend what a powerful 
effect these two passages must make in the 
theatre. In the Philips recording, we have 
the drawback of a bass who can scarcely 
begin to do justice to the wonderful music 
composed for Moses. From photograph, we 
can tell that Rossi-Lemeni looks magnificent 
in the role ; he is dressed, like the original 
interpreter, Benedetti, after Michelangelo. 
But his performance is oddly variable. 
Sometimes he surprises us, as when, in the 
gorgeous quintet, “‘ Celeste man placata ” 
that succeeds the appearance of light, he 
makes quite a fair effort at the trill which 
the Elisero and Sinaide do not even 
attempt. Generally—and especially when 
he should be delivering magisterial utter- 
ances in a well-tuned, resonant bass—he 
fails us. 

Aménofi (tenor), son of Pharaoh, is in 
love with Anaide (soprano), daughter of 
the Mary the Sister of Moses. Every time 
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that Pharaoh’s wife Sinaide, obviously a 
Zionist at heart, persuades her husband 
to let the Israelites go, Aménofi manages to 
have the order cancelled—and so another 
plague is called down. In the first act 
there is a long duet for Anaide and Aménofi, 
which is sung here very coarsely. It is 
succeeded by a very beautiful duet for 
Anaide and her mother; and after her 
crude display in the previous duet, Mancini 
seems to become a different singer. She 
sings the lovely, touching melody with 
artistry and gentleness, her ornaments 
become more flexible, her pitch more true. 
Lucia Danieli (who made her London 
début as Amneris at the Stoll last season) 
supports her with well-tuned thirds and 
singing that has feeling in it. Mancini 
happily retains her better form. When 
soprano and tenor unite again in a duet 
beside the Red Sea, Mancini does her 
reasonable best to render the intricate 
phrases and exquisite ornament with 
artistry. Filippeschi makes a horrid hash 
of them, and also ruins Aménofi’s scenes 
with his father and his mother (this really 
an aria for Sinaide) that make up most of 
the second act. Taddei is rather disap- 
pointing as Pharaoh, Bruna Rizzoli (Norina 
in the Philips Don Pasquale) is adequate as 
Sinaide, a role that Pagliughi used to sing. 
I have mentioned all the solos and duets, 
except the Red Sea aria in which Anaide 
has to choose between love and duty. 
Mancini sings this too with a certain artistry 
and point. Even when she is untidy, I 
always find her worth listening to ; she has 
something of the “ real thing ’—being, in 
this respect, like an Italian Ruth Packer. 
Another solo passage that deserves mention 
is the announcement of terrible new plagues, 
neatly delivered by Piero de Palma. 

The Philips set is complete in the sense 
that no numbers are missing, though there 
is constant short-circuiting of strettas and 
repeated sections. There is a great deal of 
recitative, especially in the first act, and 
though on the whole I view recitative quite 
favourably, as delivered by these singers it 
can become something of an ordeal. The 
ballet music in Act 3 is retained: listeners 
will probably want to skip this after the 
first playing, though the second item is 
attractive. Most of the opera, however, is 
built of concerted scenes, and all of these 
Serafin guides with a sure hand. Listeners 
should find that the opera grows on them ; 
Balzac noted that this ‘‘ immense poéme 
musical ”’ was “‘ difficile 4 comprendre du 
premier coup”; as also with Tell, it is 
easy to underrate its splendour after the 
first hearing. 

The recording is clear and spacious, 
though not without a slight hollow ring to 
it that suggests the empty San Carlo in 
which it was made. Taddei tends to catch 
the microphone. But in sum we can say a 
good recording, a patchy performance, a 
splendid work. For 7s. 6d. Philips sell a 
booklet with several photographs of the 
performers, notes by Leo Riemens, an 
Italian librettist, but, in the column where 
we expect (or at any rate hope) to find a 
literal English translation, only blank 
space occasionally broken by little potted 

* explanations ”’. A.P. 
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Brandenburg Concerti 2, 4, 5. Stuttgart Chamber Orch.... 
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PINZA sings Verdi & Mozart arias... 
ANTONIO & HIS SPANISH DANCERS: 
Falla, etc, 
BJORLING & MERRILL: po Fisher, Schee D. Carlo. etc, 
BJORLING: Arias—Carmen, Faust, Africana, Boheme, Cav. & — 
CALLAS Puccini arias—Boheme, G. Schicci, Butterfly, etc., etc. 
CALLAS arias—Mefistofele,Wally, Barber, Lakme, Dinorah, etc. 
CARUSO: scenes from Verdi & Donizetti operas a 
CARUSO: scenes from French & Modern Italian operas ... 
CARUSO: Songs and Classical arias pa 
DELLA CASA: Four Last Songs (R. Serauss) ai 
CHRIST’S HOSPITAL CHOIR: A Concert of Carols , 
FERRIER: What is Life, Art thout troubled, Handel’s Largo, etc. 
FISCHER-DIESKAU: Kindertotenlieder (Mahler) song cycle 
FISCHER-DIESKAU: A Recital of Schubert songs 
FISCHER-DIESKAU: ‘“‘Winterreise’’ (Schubert) song cycle 
FLAGSTAD: 5 Wesendonck songs (Wagner) , 
GIGLI: Farewell Recital of Songs and Arias at Carnegie Hall 
GIGLI: A Concert of Neapolitan Songs 
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cae LEHMANN: bemeeens a eeaamartntmaenens ° bennaat 
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PETER PEARS & JULIAN BREAM: Elizabethan Lute songs ... 
PAUL ROBESON: Ol man river, Deep river, Mighty lak a rose, 
. ee aia am we me ‘ida frre ti sa 
PAUL ROBESON: Swing am Shortnin bread, aes boatmen, 
eo 
SCHWARZKOPF: Drink to me ents Plaisir @’ amour, & 15 oshere 
SCHWARZKOPF: Stille Nacht, First Nowell, & |! others a 
CONCHITA SUPERVIA sings ‘‘Carmen’’. w. Micheletti, etc. 
CONCHITA SUPERVIA —_ Rossini renee Cenerentola, 
Italiana) wai ia 
TAUBER in Opera: Giovanni, Flute, Carmen, Hoffmann, etc. .. 
OPERA SINGING 1900-10 (Tamagno, Battistini, Plancon, Patti) 
— SINGING 1910-20 (McCormack, Caruso, Destinn, Ruffo, 
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“CAVALLERIA RUSTICANA” & 
Bjorling, etc. 
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“LUCIA DI LAMMERMOOR” (Donizetti) scenes. Callas, Gobbi 
‘“*MADAMA BUTTERFLY” (Puccini) scenes. Tebaldi, ae 
“MARTA” (Flotow) scenes. Erna Berger & Ludwig, etc. 
““NORMA” (Bellini) scenes. Callas, Stignani, Fillipeschi 
“NOZZE Di FIGARO” (Mozart). Glyndebourne Co. w. dartans 
“OTELLO” (Verdi). C—Toscanini. w. Vinay as ‘‘Otello”’ 
“RIGOLETTO” (Verdi). Gobbi, Callas, di Stefano, etc. ... 
“TOSCA” (Puccini). Callas, di Stefano, Gobbi, C—de Sabata 
“TROVATORE?” (Verdi). Callas, di Stefano, Barbieri, etc. 
“TROVATORE” (Verdi) scenes. Bjorling, Milanov, etc. 
—— (G. & S.). necueremanes Festival. 
ewis ... 
“IOLANTHE?” (G. & S. ). d’Oyly Carte Copere Co. 
“MIKADO” (G. & S.). d’Oyly Carte Opera Co. 
“RIGOLETTO” (Verdi). Bjorling, Merrill, Peters, etc. 


w. - Evans, 





LIGHT ENTERTAINMENT 


“AT THE DROP OF A HAT”’. Michael Flanders & Donald Swann 
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“THE KING & 1’, from film soundtrack w. Deborah Kerr, etc. 
“PORGY & BESS” (Gershwin) Broadway cast. 
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Giorgio Germont see vee ... Ugo Savarese 

Flora Bervoix nee _ siti ..» E. Gandolfo Marietti 
isi Annina _ see .. |. Marietti 

Gastone ... _ ie _ ... ™M,. Caruso 

Baron Duphol ... in. ... <A. Albertini 

Doctor Grenvil ... toe -_ .. M. Zorgniotti 


Guiseppe ... eee one se .. JT. Soley 
R.A.l. ORCHESTRA AND CETRA CHORUS 
Conductor: GABRIELE SANTINI 
Chorus Master: GIULIO MOGLIOTTI 
Three Twelve-inch L.P.’s ALBUM N1246 £8.12.6 


V E R DI R EC ITA L_aiva : Celeste Aida, 


TROVATORE: Ah si ben mio/Di quella pira. ERNANI: Come 
rugiada. RIGOLETTO: La donnae mobile. OTELLO: Esultate ! 
FORZA DEL DESTINO: Ah! tu che in seno. TROVATORE : 
Deserto sulla terra. LOMBARDI: La mia letizia. 


FRANCO CORELLI (TENOR) —with Turin 


Radio Symphony Orchestra 
Conductors : Questa, Basile and Simionetto 
Ore Twelve-inch L.P. No. LPC55018 57/6 


BARBER OF SEVILLE (ROSSINI) 


‘*Largo al factotum ’’: Giuseppe TADDEI. ‘Se il 
mio nome saper’’: Luigi Infantino. ‘La Calunnia”’ : 
Antonio Cassinelli. 

R.A.I. Orchestra conducted by Fernando Previtale 
One 45 r.p.m. Extended Play. No. EPO 0306 2i/- 


REMEMBER THESE MAGNIFICENT CETRA 
SETS FOR CHRISTMAS: Un Ballo in Maschera: 
Elektra: La Figlia Del Reggimento: Gianni 
Schicchi: Marta: Rigoletto: Simon Boccanegra: 
La Sonnambula: Suor Angelica. 
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The Holy City; The Lord’s Ave Maria (Gounod); Ave 
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Recorded at St. Peter’s Church, Eaton Square, London 


MUSIC FROM THE WELSH MINES 
Rhos Male Voice Choir 
12 in. L.P. ECB 3142 
MUSIC OF THE WELSH MOUNTAINS 
Godre Aran Choir 
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OPERATIC ARIAS 
(Donizetti-Giordano) Brychan Powell (tenor) 
10 in. L.P. EC 3136 


SONGS FROM VIENNA 
Helga Mott (soprano) Charles Katz (violin) 
10 in. L.P. EC 3140 


MUSIC FROM VIENNA 
(Johann and Josef Strauss) 
Leslie Bridgewater Orchestra 
12 in. L.P. EK 2123 


LIEDER RECITAL 
Helga Mott (soprano) Erik Werba (piano) 
Jack Brymer (clarinet) 
I2 in. L.P. ECB 3138 


DELYSE RECORDING CO. 


44 CLIFTON HILL, LONDON, N.W.8 
MAlda Vale 126! 
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STRAUSS, RICHARD. Der Rosen- 


kavalier, Op. 59. 
Die Feldmarschallin 
Elisabeth Schwarzkopf (sop.) 


(Maria Reining) 
Der Baron Ochs 
Otto Edelmann (bass) 
(Ludwig Weber) 
Octavian 


Christa Ludwig (mezzo-sop.) 
(Sena Jurinac) 


Herr von Faninal 

Eberhard Wachter (bar.) 
(Alfred Poell) 
Sophie Teresa Stich-Randall (sop.) 
(Hilde Gueden) 

Marianne Leitmetzerin 
Ljuba Welitsch (sop.) 
(Judith Hellwig) 


Valzacchi Paul Kuén (ten.) 
(Peter Klein) 
Annina Kerstin Meyer (contr.) 


(Hilde Roessl-Majdan) 
Commissary of Police 
Franz Bierbach (bass) 
(Walter Berry) 
Major-Domo of the Feldmarschallin 
Erich Majkut (ten.) 
(Harald Proglhof) 
Major-Domo of Faninal 
Gerhard Unger (ten.) 
(August Jaresch) 
The Attorney Harald Prégthéf (bar.) 
(Franz Bierbach) 
Landlord Karl Friedrich (ten.) 
(Erich Majkut) 
Singer Nicolai Gedda (ten.) 
(Anton Dermota) 
Elisabeth « 
Schwarzkopf (sop.) 
(Wilfriede Loibner) 
Christa Ludwig 
(mezzo-sop.) 
{(Elfriede Hochstatter) 
Kerstin Meyer (contr.) 
(Maria Trupp) 
Milliner Anny Felbermayer (sop.) 
(Berta Seidl) 
Animal seller Gerhard Unger (ten.) 
(Erich Majkut) 
- Gerhard Unger (ten.) 
(Alois Buchbauer) 
Erich Majkut (ten.) 
(Ludwig Fieck) 
Four 4 Eberhard Wachter 
Footmen (bar.) 
(Fritz Maier) 
| Harald Préglhéf (bar.) 
(Otto Vajda) 
Gerhard Unger (ten.) 
(Wolfgang Daucha) 
Erich Majkut (ten.) 
Four (Rudolf Stumper) 
Waiters 4 Eberhard Wach 


Three 
Orphans 


ter 
(bar.) 
(Fritz Erber) 
Franz Bierbach (bass) 
. (Ferdinand Settmacher) 
Philharmonia 


Orchestra and 
Chorus (Chorus Master: Wilhelm 
Pitz) with Chorus of Children from 
Loughton High School for Girls and 
Bancroft’s School conducted by 
Herbert von Karajan. Columbia 
33CX1492-5 (four 12 in., £8 6s. 10d.). 


V.P.O. and State Opera Chorus, Kleiber (10/54) 
LXT2954-7 (Artists names appear above in 
small type) 

Decca’s recording of Der Rosenkavalier 
was, I wrote when reviewing it in October, 
1954, among the greatest achievements of 
the gramophone and was_ universally 
praised for the teamwork between singers, 
conductor, orchestra, and technicians which 











The GRAMOPHONE 


produced the superbly integrated perform- 
ance directed by Erich Kleiber, a worthy 
memorial to that fine and much lamented 
conductor. 

The same teamwork is evident at all 
points in the present issue, and the casting 
of the minor roles has been carried out with 
the same care, that is with Mahler’s dictum 
borne in mind, ‘‘ There are no small 
parts, there are only small singers’. We 
find, therefore, artists of the calibre of 
Ljuba Welitsch (how nice to hear her again 
on disc) and Nicolai Gedda appearing as 
Marianne Leitmetzerin (the Duenna) and 
the Italian singer respectively. There is no 
need to argue the merits of the two great 
orchestras concerned, as each of them, 
under their Austrian conductors, plays 
superbly. (I must, however, confess to 
surprise at hearing the Philharmonia 
trumpet, in the scene of the Presentation of 
the Silver Rose—Act 2, the bar after No. 31 
in the vocal score—play so sharp an E flat 
that it might be an E natural ; the effect— 
with this triplet, on the last beat, and the 
preceding two quavers—being that of a 
whole tone scale passage !) 

In the women’s major roles Columbia 
undoubtedly scores over Decca. Maria 
Reining, a favourite in the part of the 
Marschallin at Vienna, has her moments, 
but the tenuous quality of her tone, and its 
unsteadiness above the stave, are grave 
handicaps that neither an intelligent, and 
often sensitive and charming presentation, 
nor clever engineering, can overcome. Sena 
Jurinac sang gloriously as Octavian, but 
Strauss wrote the part for a mezzo-soprano, 
and the true balance is upset with a 
soprano in the part, more particularly when 
one felt the freshness and purity of her tone 
made Reining’s Marschallin sound far older 
than she is supposed to be. It may be 
remembered that Schwarzkopf as Sophie 
and Seefried as Octavian recorded the 
Presentation scene some years ago 
(Columbia LX1225-7), and, lovely though 
the sound was, I missed the warmer tones 
a mezzo-soprano can bring to the lower 
phrases. I could scarcely believe that 
Christa Ludwig was the same singer whom 
I last heard as a rather lackadaisical 
Dorabella in Decca’s Cosi fan tutte. Here, 
singing beautifully, she is the ardent and 
impulsive young Octavian to the life, and 
full of tenderness in her scenes with Sophie. 
She is also more amusing than Jurinac 
when impersonating the handmaid. As 
compared to Teresa Stitch-Randall, Decca’s 
Hilde Gueden certainly sounds too mature 
and does not wholly avoid giving the 
impression that Sophie is a bit of a minx, 
instead of a really unsophisticated young 
girl. Stitch-Randall’s more finely poised 
and very pure high notes are invaluable in 
her part, though they are sometimes too 
white, a danger she must avoid. Inall the 
duets both of these singers are admirable. 
It may be noted here that Stitch-Randall 
does not make Gueden’s mistake of putting 
scorn into her voice at the end of her first 
duets with Octavian in Act 2, “‘ Now I 
must stop for the Baron is here”. At this 
point she has never set eyes on Ochs. 

Otto Edelmann is a splendid and full- 
blooded Ochs, if less ripe and mature than 
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Ludwig Weber’s wonderful characterisa- 
tion, and he never overplays the part. He 
is less consistent in his provincial accent 
than Weber, who made the most of this 
entertaining feature of his part. 

There is nothing to choose between 
Gedda’s and Dermota’s singing of the 
Italian aria, both of them are very good, 
and the same is true of the other small part 
singers, though both the Aninas could have 
been more conspiratorial. 

We come to the Marschallin. Elisabeth 
Schwarzkopf has obviously made a pro- 
found study of her part: it will count 
amongst the finest things she has done, and 
may well be the finest. Sometimes I felt her 
vocal acting was a little too studied, as for 
example—a small point—at the words 
“der Herr Graf weiss ohne ihn” (“ ’Tis 
enough, the Count will know’’) as she 
sends the little black boy off with the jewel 
case at the end of Act 1. Would a great lady 
betray so much emotion in her voice before 
even so small a domestic ? More serious is 
her treatment of the famous phrase “ Ich 
weiss auch nix. Garnix”’ (“‘ And I know 
nothing. Nothing ”’) just before the beauti- 
fully sung Trio. Strauss’s directions for the 
singing of these phrases are “with an 
enigmatical expression, softly’? and, for 
““Garnix”’, ‘“‘ quite toneless ”’. Miss 
Schwarzkopf, perhaps badly served here by 
the microphone, sounds cavernous on that 
last word, and not wholly convincing before. 
As against this—to take one instance only 
out of many—how subtly she deals with the 
phrase telling the Baron, after his dis- 
comfiture in Act 3, that he must renounce 
for ever his great alliance with Sophie. As 
she reaches the last words, “ ist mit dieser 
Stund’ vorbei ”’ (“‘ is at this moment past ”’) 
she puts such pathos into her tone that one 
knows she is thinking of what she has herself 
renounced. 

The two “ monologues ”’, the melancholy 
that envelopes the Marschallin after the 
first of these, are most beautifully done, and 
I can best sum up the effect of her perform- 
ance—-since it is impossible to go into detail 
here—by saying that it drew tears from me 
more than once. Octavian may not have 
been her last lover, but at the moment one 
feels, Marie Therese’s world is in ruins. 

Karajan’s treatment of the marvellous 
scores is perhaps less emotional than 
Kleiber’s—I wish he had not emphasised, 
in the Prelude, one of Strauss’s grossest 
errors of taste, the whooping horns passage 
—but it is full of beautifully wrought detail, 
abundant vitality and sensitivity. He takes 
the Trio very slowly, but I must confess I 
liked this extremely reflective handling of it, 
and judging by the result the singers must 
have rejoiced in it. The slower tempi he 
adopts here and there are revealed in the 
fact that Decca gave us the opera complete 
—every note—on the same number of discs, 
with some space to spare on the last one: 
whereas there are several cuts (the usual 
ones) in the present version. I particularly 
regret the cut in the first act which deprives 
us of Och’s catalogue of seductions. 

The stage effects are well calculated, 
Though there is nothing in the stage 
directions, we should hear Ochs’s voice 
off-stage when the Marschallin, listening to 
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the noise without, says: “‘ That voice, that 
is not my husband’s voice ”’. The very soft 
asides, here and there, are effectively 
reproduced. 

Some of Christa Ludwig’s high notes 
troubled my pickup, and the big ensemble in 
the last act made heavy demands on it, but 
in general the recording is magnificent. I 
think, however, the first Sophie-Octavian 
duet is rather too loud. This is still a very 
fragmentary account of a huge under- 
taking—a sort of interim report—but I hope 
enough has been said to make the great 
success of it abundantly clear. A.R. 


ROSSINI. The Barber of Seville. 
‘‘ Largo al factotum ”. Guiseppi 
Taddei (baritone). “‘ Se il mio nome 
saper ’’. Luigi Infantino (tenor). “ La 
calunnia ”. Amtonio Cassinelli 
(bass). Italian Radio and Tele- 
vision Orchestra conducted by 
Fernando Previtali. Cetra EP00306 
(7 in., 21s.). 

The valuable excerpt here is Taddei’s 
** Largo al factotum ”’, not overdone at all 
and sung with lovely clear tone. Luigi 
Infantino who sounds as if he had the 
microphone pressed against his chin passes 
muster in ‘‘ Se il mio nome”. His voice 
has some beautiful qualities but the whole 
singing of the serenade is such a bel canto 
test that it shows up much inadequacy in 
his idea of what constitutes a real legato. 
The Slander Song of the bass Cassinelli is 
perfectly passable but not at all vividly 
recorded or for that matter interestingly 


sung. But the Taddei is worth trying. 
P.H.-W. 


SULLIVAN. The Mikado. 
The Mikado of Japan 
Owen Brannigan (bass) 
Richard Lewis (ten.) 
Geraint Evans (bar.) 
Ian Wallace (bar.) 
Pish-Tush John Cameron (bar.) 
Yum-Yum Elsie Morison (sop.) 
Pitti-Sing Marjorie Thomas (contr.) 
Peep-Bo Jeanette Sinclair (sop.) 
Katisha Monica Sinclair (contr.) 
The Pro Arte Orchestra and 
Glyndebourne Festival Chorus 
(Chorus Master: Peter Gellhorn) 
conducted by Sir Malcolm Sargent. 
H.M.V. ALP1485-6 (two 12 in, 
83s. 5d.). 
D’Ovly Carte Opera Co. (7/50) LK4010-1 
D’Oyly Carte Opera Co. (9/55) ALP1255-6 

It is difficult to keep all the various 
Mikado recordings straight in the mind. 
Here is a summary : 

1906: G. & T. announce 16 items, with 
Eleanor Jones-Hudson, John Harrison, 
Peter Dawson, Stanley Kirkby, Ernest Pike 
—all big names. I have not been able, 
probably through insufficient persistence, 
to track down exact details, but see for a 
start Bennett’s Voices of the Past 1, p.143 
(B427-434, double-sided 10-inch plum 
labels). 

1918: a wonderful series with Violet 
Essex, Edna Thornton, John Harrison, 
George Baker, Ernest Pike and Robert 
Radford, H.M.V. D2-12. 

1927: Elsie Griffin, Bertha Lewis, Derek 
Oldham, Leo Sheffield, George Baker, 


Nanki-Poo 
Ko-Ko 
Pooh-Bah 


The GRAMOPHONE 


Henry Lytton, Darrell Fancourt. H.M.V. 
D1172-82. 

1936: Brenda Bennett, Oldham, Martyn 
Green, Fancourt, etc. H.M.V. DB4038-48, 
and 1955 LP reissue, H.M.V. ALP1255-6. 

1950: Margaret Mitchell, Leonard Os- 
born, Green, Fancourt, etc. Decca 
LK4010-1, freshly transferred 1955. 

1957: the present recording. 

There was also a “ Columbia Light 
Opera” set, conducted by Joe Batten, 
with Joan Cross, Dan Jones and Appleton 
Moore in the cast. Myself when young got 
to know The Mikado from the 1918 records 
(which, I should add, were not new at the 
the time ; they just happened to be about 
the house), z.e. with “real” singers, not 
G. and S. specialists. And so, hearing 
always in the mind’s ear Robert Radford 
as the Mikado, Edna Thornton as Katisha, 
I have generally joined the chorus whose 
burden is : Oh for the day when “real” 
opera singers are free to perform these 
pieces! And now? Like P.H.-W. over 
The Gondoliers (September 1956), I find that 
“far from being put in the shade”’, the 
D’Oyly Carte account of The Mikado is far 
more enjoyable than what we might call 
the “‘ Glyndebourne ” one. 

Geraint Evans’s Ko-Ko is smoothly and 
cleverly sung ; he scores a point in authentic 
Savoyard style in his sly enunciation after 
the mention of the lady-novelist, “‘ I don’t 
think she’d be missed *’. (Gilbertians hot 
on the text will be pleased to find that this 
lady-novelist is back in her proper place, 
and the usurping “ prohibitionist ”’ out ; 
and also that the “ banjo serenader ”’ is once 
more that word—we-mustn’t-say—even 
to describe a shade of brown, or a certain 
quartet—serenader.) But—to get back 
to Ko-Ko—Evans’s performance is not 
nearly so pointed, so tangy or so neat as 
that of Martyn Green. Same thing with 
Owen Brannigan and Darrell. Fancourt. 
Fancourt’s Mikado must be one of the best 
Sullivan performances ever, and it got 
better and better, as we can hear by com- 
paring “ A more humane Mikado ” on the 
Decca set with the two earlier ones. How 
on earth could he go on singing after making 
that simply terrifying sucking-in, sadistic 
sound as part of his laugh! But he does, 
and splendidly. 

Richard Lewis does ‘“‘ A wandering 
minstrel’ very nicely; it is one of the 
chief successes of the new set. Oldham, on 
the H.M.V. LP, sounds as if he were having 
trouble with high notes (the 1927 set shows 
him more favourably). Decca’s Leonard 
Osborn starts the air very feebly, but then 
suddenly improves at “ But if patriotic 
sentiment’. Lewis can’t quite enter into 
** The flowers that bloom in the spring ”’. 
Elsie Morison and the other two little 
maids bring off their trio charmingly, but 
(and I know this is going far) I think she 
is the least successful of the three LP 
sopranos in “‘ The sun whose rays”. She 
is artful in a bad way, and the Australian 
** purr ”’ in the voice is unsuitable. Decca’s 
Margaret Mitchell is probably the winner, 
though both she and Brenda Bennett pinch 
their vowels (“ mejesty ’, etc.). In the 
new set, “‘ Here’s a how-de-do ” comes off 
very well. Monica Sinclair has a valiant 
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go at Katisha, but you feel she is simulating 
the “real thing ”—which is the really 
heavy contralto represented by Decca’s 
Ella Halman. Josephine Curtis on H.M.V. 
sounds youthful and too brash. 

The new set has an excellent recording, 
fine orchestral playing, and an overture 
most winningly done by Sir Malcolm. But 
the Decca version is my first voice of the 
three on LP. This, I might add, is not at 
all the conclusion I expected to reach before 
settling down to this review. A.P. 


VERDI. Simon Boccanegra 
Simon Boccanegra Paolo Silveri (bar. | 
Jacopo Fiesco Mario Petri (bass: 
Paolo Albiani 
Walter Monachesi (bar. 
Pietro Giorgio Giorgetti (bar. ) 
Maria Boccanegra 
Antonietta Stella (sop. 
Gabriele Adorno 
Carlo Bergonzi (tenor) 
A Captain Walter Collo (tenor) 
A Maidservant 
Bianca Furlai (mezzo-sop. 
Chorus and Orchestra of Radio- 
televisione Italiana conducted by 
Francesco Molinari-Pradelli. Cetra 
LPC1231 (three 12 in., £8.12s. 6d.). 
That Simon Boccanegra is one of Verdi's 
greatest operas is perhaps now generally 
recognised ; and though this recording of 
it is not perfect, the cast seems inspired by 
the work to give very fine performances— 
finer, in one or two cases, than previous 
experience of the singers would suggest. 
Simon Boccanegra, composed after Vespri, 
before Ballo, was first produced at the 
Fenice in 1857. Verdi himself referred to 
this first version as ‘‘ monotonous and cold’”’, 
and more than twenty years later, at a time 
when Otello was already planned, he revised 
his work in collaboration with Boito. This 
new version was seen at La Scala in 1881, 
with Maurel as Simone, Tamagno as 
Gabriele, and Eduard de Reske as Fiesco. 
At the Met. in the Thirties it had famous 
performances with Maria Miiller or Reth- 
berg, Martinelli, Tibbett and Pinza. Covent 
Garden has never staged it, but since 1948 
it has been one of Sadler’s Wells’s great 
successes. 
One of the surprises is Petri’s Fiesco, and 
I don’t suppose that anyone with much 
experience of his singing is even ready to 
believe that he sings the sostenuto religioso 
phrases of “‘ Vien a me, ti benedico ”’ (the 
duet with Gabriele) in a firm, steady, 
shapely and expressive line. Not Pinza, no 
doubt, but how enjoyable. He is also 
excellent in his final duet with Simone, 
chording well in the elaborate cadences. 


Silveri (I wonder when the recording was 


made ?) gives a fine, even a noble per- 
formance, and dominates the wonderful 
Council Scene splendidly. Antonietta Stella 
is unsubtle, but she is in sweet voice, and 
sounds attractively lyrical. There is 
dramatic power in her narration, during the 
Council Scene, of the abduction. In the 
later ensemble she has no trill (and needs 
one). She lets a great phrase, “ L’amor 
ardente ” (page 178 of the Ricordi score), 
go for nothing ; but in the final ensemble 
she manages a tricky chromatic descent 
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recording plus the excitement, drama and continuity of opera 


llona Steingruber Ortlinde in the theatre. 
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Vienna where the recording was made, and the artists, when it 
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short sections of the music at a time. Therefore 


after a rehearsal of stage movements and a couple of 


short tests on the first session, a start was made 
with one of the enormously long ‘takes’ which 
became characteristic of this venture. This first 
take lasted for twenty-three uninterrupted minutes— 
a feat of concentration made possible only by the 
superb co-operation of singers, conductor and the 125 
members of The Vienna Philharmonic Orchestra. 
Thus was the tone set for the whole recording, with 
the overruling consideration always the same: was 
the dramatic result sufficiently close to the theatre? 
After the first session eight enthusiastic Valkyries 
agreed that it was. 

It is not easy to describe the excitement felt at a 
first hearing of the complete results of all this care, 
concentration and co-operation. Three overriding 


features are, however, immediately apparent. Firstly 


there is the sheer sound of the set . . . The Vienna 
Philharmonic Orchestra re-creates Wagner’s brilliant 
orchestral colouring with a brilliance and depth of feeling 
which is overwhelming ...the famous sheen of the 
Vienna strings is matched by the mellowness of the 


woodwind and the dramatic bite of the brass. 
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Secondly, GEORG SOLTI is here revealed as one of 
the great Wagnerians of our time. From the opening 
bars of the ‘Ride of the Valkyries’ one knows that this 
will be a thrillingly dramatic performance, but a heart- 
rending command of lyric music as well is displayed in 
Wotan’s Farewell. It is now certain that Solti will take 
his place among the great conductors of the new 
generation. 

And lastly, of course, the cast is headed by the 
incomparable KIRSTEN FLAGSTAD. Never has she 
interpreted Briinnhilde in a more inspiring fashion, and 
never has the unsurpassed majesty of her voice been so 
faithfully captured. That voice is as brilliant as ever, 
while its mellowness and the blend of excitement and 
pathos with which she sings Briinnhilde’s music could 
come only from the perfectly mature artist. 

Here, indeed, has Wagner’s true ideal of music drama 


been realised on records. Here is a recording of Act ITI 
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(though not the rise after it) very skilfully. 

Bergonzi sings his aria, “‘ Sento avvam- 
par”, with fire and imagination, and is 
exciting in the subsequent duet with Amelia. 
The Paolo, Monachesi, is well up to 
standard, and the chorus is first rate in the 
Council Scene. It may be that in my 
extreme enthusiasm for the music I have 
tended slightly to overrate the performance ; 
but I imagine that anyone who listens to 
these records must share this enthusiasm, so 
no harm will have been done What an 
inspired work this is: the atmospheric tone- 
painting which opens the first act, tle whole 
of the Council Scene (both of these from the 
1880 version), passage after passage of 
orchestral writing. Boccanegra seems to com- 
bine all that one loves most in Verdi: the 
sheer vigour and “ go” and tunefulness of 
the earlier operas, and the greatness of the 
late ones. Molinari-Pradelli rises to the 
occasion as well as his singers. ‘The recording 
does not begin well ; the balance of chorus 
and soloists is awkward in the Prologue, but 
then it settles down, though without ever 
quite losing the “ closeness ” of an R.A.I. 


studio broadcast. This is the most enjoyable 
opera set I have heard for months. A.P. 


EZIO PINZA. Don Carlos (Verdi): 
‘* Ella giammai m’amo . . . Dormird 
sol nel manto mio regal’. Simone 
Boccanegra (Verdi): “‘ A te l’estremo 
addio ... I] lacerato spirito ”’. Ernani 
(Verdi): ‘‘Che mai vegg’io . 
Infelice, e€ tu credevi”’. Nabucco 
(Verdi): “ Vieni, o Levita... Tu 
sul labbro de’ Veggenti”. I Vespri 
Siciliani (Verdi): “‘O Patria...O 
tu, Palermo”’. Don Giovanni 
(Mozart) : “ Madamina ” ; Deh vieni 
alla finestra”’ ; ** Finch’han dal vino”’. 
Le Nozze di Figaro (Mozart) : “ Non 
pit: andrai ”’ ; “ Se vuol ballare ’’. The 
Magic Flute (Mozart): ‘“ Possenti 
Numi” ; *‘ Quisdegno non s’accende ”’. 
Ezio Pinza (bass), R.C.A. Victor 
Orchestra and Chorus conducted 
by Erich Leinsdorf and Alfred 
Wallenstein. R.C.A. RB16040 (12 in., 
39s. 114d.). 

With a good deal of top cut these 
restorations of some of the noblest Verdian 
performances of the age come up with great 
fidelity, though I don’t pretend to know 
what has been done to them in the way of 
filters or echo chambers.  Incontestably, 
however, King Philip’s aria from Don 
Carlos speaks the great Verdian artist. The 
lift on the words “ Amor per me non a” 
comes right from the heart. Equally famous 
and equally praised (except perhaps by 
those who will not set their sights lower 
than Pol Plangon) is Fiesco’s aria from 
Boccanegra. This has the chorus. It is a 
beautiful and deeply touching page of Verdi 
which is none too well known. “ Infelice ’’, 
old Don Silva’s air, is marred by an attack 
at the end which, to my ear, is not 
absolutely on pitch; the opening of the 
aria, however, is so grief stricken that, like 
Chaliapin’s version, it makes: you want to 
cry. An imperfect artist would himself have 
sobbed! The excitements of the middle 
section of the scene from J Vespri (Act 3) 
and the melting return to the tune of “‘O 
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tu Palermo” hardly need comment, so 
instantly beautiful are they. All in all, this 
side is living proof of the popular basso’s 
stature, neither more nor less; a true 
picture of his voice and presence. 

If I am slightly less enthusiastic about 
the Mozart side it is because it seems to me 
that in this present day and age (as opposed 
to the twenties and ’thirties), while Verdi 
is less well sung, Mozart is quite often 
better or at least more musically inter- 
preted. For instance, there are some basses 
singing today who could easily match Pinza 
in Leporello’s catalogue song ; as the Don, 
of course, his height, his dash and the 
amazing (for the period) speed of the 
Champagne aria all made a great effect and 
it is good to have this reflected on record, 
as well as the insinuating charm of the 
Serenade. It is interesting, too, to hear the 
change of character Pinza gets into his voice 
as Figaro and the contrast, once more, 
when he appears as the magnanimous 
(Italian) Sarastro. The “ possenti numi ” 
are, of course, Isis and Osiris, and the aria 
(with quite good chorus) is weightily 
moulded. “In diesen heiligen Hallen ”’, 
however, sounds rather pedestrian; a 
matter of tempo, perhaps. 

All in all, lovers of the late Ezio Pinza 
will not find much to cavil at. This is a 
generous souvenir of a generous artist, and 
one or two of the Verdi arias are still 
unbeaten. P.H.-W. 


POETRY AND DICTION, ETC. 


RAWSTHORNE : ELIOT. Practical 
Cats—An entertainment for Speaker 
and Orchestra. Verses from ‘“ Old 
Possum’s Book of Practical Cats”? by 
T. S. Eliot. Music by Alan Raws- 
thorne. Robert Donat (speaker), 
Philharmonia Orchestra conducted 
by Alan Rawsthorne. Columbia 
33C1044 (10 in., 30s. 114d.). 

Practical Cats was commissioned by the 
Edinburgh Festival Society, and first 
performed at the Festival of 1954. The 
music has not been published, and one 
could not envisage performances becoming 
very frequent. Words and music never 
quite seem to jell, and I kept thinking how 
enjoyable either would be without the 
other. The Overture, in which there is of 
course no speaking, is one of the most 
successful pieces. But even here there is 
nothing notably feline about the music, and 
a whole orchestra seems too portentious a 
combination for these slight verses. At 
about the same time, Humphrey Searle 
chose two of these poems for a set which 
includes Lear’s ** Owl and the Pussy Cat ”’, 
and the result was much more successful 
very largely, I think, because he limited the 
accompaniments to flute, ’cello and guitar, 
so that bot hmusic and words sounded 
delightfully unpretentious. Orchestras 
almost never sound unpretentious, and 
almost always humourless. I found “ The 

Gumbie Cat” particularly dreary and 

pointless. Side two comes nearer success, 

** Gus the theatre cat” and the “ Song of 

the Jellicles ”? showing a sense of humour 

lacking on the first side. But in this last 
piece the speaker only kept his head above 
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water with some difficulty. Donat is not, 
in my opinion, the right speaker for these 
verses. He frequently sounds worried by 
the music, and his gentlemanly, almost 
Naval Concert approach does not suit the 
words. Surely he should have attempted 
a more senile voice for ““Old Deuteronomy’’? 
At times he is positively embarrassing. 

I must also report that in single-figure 
age-groups the composer is being criticised 
for leaving out “the best poems in the 
book ”’—** Growltiger’s Last Stand” and 
** Macavity ”. But then those are the two 
that Searle set. 


SPORT. Golf by Peter Thomson 
(Introduction ; Grip; The Stance; 
Take Away; Top of the Swing; 
Down Swing; Hit and _ Follow 
Through ; Short Game; Putting; 
General.) Columbia 33SX1068 (12 in., 
35s. 10d.). 

No doubt many readers have tried their 
hand at golf on one occasion or another: 
they are probably not scratch men, but 
rather play the game for exercise and 
relaxation. This being the case they have 
undoubtedly spent small fortunes on lessons 
with the Club Professional and have spent 
many a winter’s evening reading the 
theories of Ben Hogan or Henry Cotton. 

Well now here is a new and novel way of 
polishing-up your game. Peter Thomson, 
three times British Open Champion, comes 
right into your living-room, or wherever else 
the gramophone can be heard, to deliver a 
series of ten lessons so packed-full of 
information that you will have to play the 
record time and time again to assimilate 
it to the full. This is, in fact, the equivalent 
of an hour with one of the finest professionals 
in the world which you can repeat as often 
as you wish. 

Furthermore, this is surely the ideal 
Christmas gift for all golfing widows to give 
to their husbands. 


HISTORICAL RECORDS 


BACH. Clavier Concertos. (a) No. | 
in D minor; (b) No. 4 in A major ; 
(c) No. 5 in F minor. Edwin Fischer 
(piano) and the Edwin Fischer 
Chamber Orchestra. H.M.V. 
COLHI5 (12 in., 41s. 84d.). Record- 
ing dates: (a) January, 1933; (b) 
October, 1936; (c) April, 1938. 
Although the most recent of these three 
recordings is nearly twenty years old, the 
transfer from 78s to LP is so technically 
good, and the playing so sensitive and 
artistic, that one hardly notices the differ- 
ence in quality of recording. True, the 
strings sound rougher and readier than they 
would nowadays, but their roughness is 
virile and contrasts admirabiy with Fischer’s 
exquisite interpretation. He had few rivals 
at the time when these recordings were first 
issued, for he had made Bach’s concertos, 
together with those of Beethoven and many 
of Mozart, a living and breathing part of 
himself. In his treatment of the solo part, 
Fischer takes his cue from Bach himself, who 
is known to have transcribed the concertos 
(often hurriedly) from violin originals, and 
who re-created the solo keyboard part 
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every time he played it. Whether Bach 
would have played parts of the slow move- 
ments in octaves, as Fischer sometimes does, 
is debatable: but we must remember that 
Bach had at his disposal mechanical octave 
effects on his harpsichord, so that there is at 
least a partial precedent. Those who are 
unfamiliar with these performances on the 
old discs would do well to hear this reissue. 


CLASSICAL REISSUES 


Not many this month, but one is very 
important: Dalibor from Supraphon, 
now available again in a smooth, agreeable 
pressing, LPV98-100. A.R. reviewed this 
opera fully in September 1954, drawing 
attention to Beno Blachut’s heroic and 
beautifully sung Dalibor, Kalas’s excellent 
Gaoler, also to the regrettable unsteadiness 
of the two sopranos (Marie Podvalova and 
Stefa Petrova). Mme Podvalova sings 
with great feeling however, and I shouldn’t 
let her shortcomings deter me from obtain- 
ing the wonderful opera, filled with 
sublime pages. From the first grave, formal 
wind chords which evoke an age of chivalry 
—heraldic colours shining brighter until 
the Dalibor theme appears to make the 
pageant a living story—the score is enthral- 
ling, reaching its highest inspiration in the 
prison scene: a harp cadenza, a solo 
’cello and finally a soaring violin conjure 
up for Dalibor a vision of his dead friend, 
then follows an aria where tenor and solo 
horn glow tenderly against a_ gently 
vibrating background of strings, and then 
a rapturous love duet closes the sequence. 
The recording is very much improved in 
quality in this new edition. The record 
envelopes and a cover are linked by a 
plastic spiral to form a floppy album, and 
there is a pocket which holds a Czech/ 
English libretto—unrevised, so that we can 
still enjoy such quaintness as the castle 
commander’s angry exclamation: “ By 
golly! Surrender Dalibor!”. A_ full 
score is now obtainable from Boosey & 
Hawkes for 75s., and a vocal one for 32s. 6d. 


Columbia SELI1571 is an_ enjoyable 
record of Choruses from Verdi: “ Va 
pensiero”’ from Nabucco and “‘O Signore, 
dal tetto natio”” from J Lombardi, plus 
‘““Fuoco di gioia!” (Otello) and the 
conspirators’ chorus from Ernani. Scala 
Chorus under Serafin. Victoria de los 
Angeles sings the “ Salce ” and Ave Maria 
from Otello beautifully on H.M.V. 7ER5084, 
but perhaps not as movingly as some of her 
colleagues. It is a pity that “ Salce ”’ is 
broken across the sides. Ernst Hafliger’s 
coupling on D.G.G. EPL30139 is of a well- 
turned “‘ Konstanze . . . O wie Angstlich ” 
from Die Entfiihrung (though Parlophone 
could outclass it with a reissue of the 
Tauber performance) and  “ Cujus 
animam”’ from Rossini’s Stabat Mater, 
spoilt by blurry enunciation and a lack of 
emotion in the tone and phrasing. A.P. 

Outstanding among this month’s orches- 
tral reissues is Philips NBL5030. One 
side of this invaluable disc offers Beecham 
and the Royal Philharmonic playing most 
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beautifully a selection of the Sibelius 
Scénes historiques: all three pieces of the 
Op. 66 set, and the more familiar Festivo 
from the Op. 25 set. Both sets originated 
from music Sibelius wrote in 1899 for 
some historical tableaux presented in the 
Helsinki theatre rather by way of Finnish 
national propaganda. ‘The same music 
also included Finlandia, but the propaganda 
evident in that piece is not at all so in 
these present ones, which represent the 
lighter side of Sibelius at his best, and 
form in this recorded order a most enjoyable 
suite. 


The reverse of the disc is however even 
more welcome: a newly one-sided version 
of Isaac Stern’s masterly performance with 
the same conductor and orchestra of the 
Sibelius Violin Concerto, with a full and 
brilliant quality of recording sounding 
entirely unimpaired by the compression. 
Stern’s mastery is, on this occasion, one of 
style and passion ; not, in the last resort, 
of every detail of note-spinning—there are, 
in fact, a few passages of somewhat 
doubtful intonation. But the warmth and 
the address with which the whole is 
projected, combined with the entirely 
first-class quality throughout of the orches- 
tral playing, leave me in no doubt at all 
that this is the most entirely convincing 
recorded version of the concerto available. 


In no way less outstanding in intrinsic 
quality is Philips SBR6242 : Beecham and 
the Royal Philharmonic, again, this time 
playing Delius to something like perfection. 
Over the Hills and Far Away, even played as 
well as this, is perhaps no very great 
shakes as a musical experience ; but Jn a 
Summer Garden is, and this marvellously 
recorded side makes, all things considered, 
some of the most ravishingly sensuous 
sounds our gramophone may reasonably be 
expected to produce. 

A different world of sound is inhabited 
by yet another Philips reissue: ABL3197, 
seven Bach chorale preludes played by 
Albert Schweitzer. The preludes are 
O Mensch bewein’ dein’ Siinde gross (two 
versions) ; Wenn wir in héchsten Noten sein ; 
Ich ruf’ zu dir, Herr Jesu Christ; Gelobet 
seist du, Jesu Christ; Herzlich tut mich 
verlangen; and Nun komm’ der Heiden 
Heiland. Schweitzer’s playing and registra- 
tion are unexciting, and the atmosphere of 
the church is rather heavily recorded (and 
sometimes sharply switched on and off) ; 
but no disc of Schweitzer playing Bach can 
be of less than permanent value. 

Two Supraphons offer a contrast in 
Czech music. On LPM64 the Czech Trio 
(Plocek, SAdlo, and P&élenicek) give an 
effective performance of the Dvorak Dumky 
Trio, that curiously endless but not at all 
tedious alteration of laments and consola- 
tions. It is well enough recorded, though 
rather light in the bass and with a slightly 
nasal tone, to do the piece a most useful 
service. On LPV8I1 the recording is not 
quite so good, indeed mildly gritty ; but 
the music, Fibich’s Second Symphony in E 
flat major, consists by contrast of a large 
expanse of endlessly mellifluous sound. 
Not even the playing of the Czech Phil- 
harmonic Orchestra under Karel Sejna 
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can, for one listener anyway, bring this to 
life. 


None of the 45 reissues is an unqualified 
success. Best of them, perhaps, is a D.G.G., 
EPL30039. Here Ferenc Fricsay and the 
Radio Symphony Orchestra of Berlin take 
the most leisurely and persuasive view of 
two Strauss waltzes, Roses from the South 
and Voices of Spring; but they would have 
been better served by recording of both a 
brighter and fuller nature. Karajan and the 
Philharmonia, too, play Strauss or Strausses 
on Columbia SELI568: the Tritsch- 
Tratsch, Pizzicato, and Thunder and Lightning 
polkas, and Radetzky March. Here the 
recording is reasonably good (though it 
whistles oddly in the Pizzicato Polka), but 
the style is exaggerated ; most of the music 
gives the impression of being too loud, too 
soft, or too fast. 


This is not the case in another Columbia, 
SED5544. This couples well recorded 
performances of two Waldteufel waltzes, The 
Skaters and Espafia; but the conductor, 
Henry Krips, faced admittedly with this 
unpromising material, seems to have had 
little feeling for the lilt of a waltz. And even 
the Philharmonia Promenade Orchestra 
sounds unexciting, and admits a side-drum 
domino arising from the mistaking of a 
repeat (although the orchestral. player who 
has never mistaken a repeat in a waltz has 
never played one). 


Two D.G.G.s, again, are happier, offer- 
ing first-class orchestral playing in a very 
good but something noticeably less than the 
most brilliant quality of recording. 
EPL30083 couples the Liszt Second and 
Twelfth Hungarian Rhapsodies in very 
smooth but not exactly daemonic perform- 
ances by the Bavarian Symphony Orchestra 
under Edmund Nick. EPL30067 does not 
couple anything at all, but instead divides 
Strauss’s Till Eulenspiegel between its two 
sides ; a convenience, undoubtedly, for the 
man with equipment only for 45s. To this 
problem, however, I would suggest that the 
companies’ answer might better be to 
produce battery-operated equipment for 33s 
than to revive the unhappiest of the 78’s 
associations: when Till suddenly stopped 
in midstream I felt no nostalgia, only an 
irritating interruption to the very good 
performance by the Berlin Philharmonic 
under Ferenc Friscay. 


Another mid-movement split disfigures a 
Philips 45, ABE10023. On this disc Bruno 
Walter and the Columbia Symphony 
Orchestra play the Mozart Eine Kleine 
Nachtmusik most acceptably, quite decently 
recorded in spite of a somewhat cavernous 
acoustic ; but to put one-and-a-half move- 
ments on one side and two-and-a-half on 
the other will surely seem to most listeners 
an extraordinary inconvenience. M.M. 
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G6 watts output irom the Ferguson 

| Hi t y 
“Fortune 
| 4-speed portable record 
| 


reproducer 


6 watts output from a portable? Yes—that’s the 
strength of it. Plus a performance that beats 
anything you’ve ever heard from a portable. 
But then this is a Ferguson. 






LOOK AT THE SPECIFICATION 


4 valves plus metal rectifier. 6w. push-pull output 
with negative feedback. Twin diaphragm 6}” diameter 
loudspeaker. Feedback type treble tone control. 
4-speed autochanger for 7”, 10” and 12” standard and 
L.P. records. Neat leathercloth cabinet with plastic 
roller shutter lid. Size 18?” wide x 9” high x 144” deep. 





MODEL 393G RECORD REPRODUCER 


PES ane vox 00 
fing sets these FERGUSON’s 


THORN ELECTRICAL INDUSTRIES LTD, 233 SHAFTESBURY AVENUE, 
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EVERYTHING YOU'RE LOOKING |! 


— Au thid Philes 


With these eight great performers Philco give you an unparalleled choice 
in players and grams that covers every price level. Somewhere here is 
the Philco model with everything you’re looking for, ata price as attractive 
as its impeccable performance and elegant appearance. Make your 
choice and see it soon at your Philco dealer’s. Write to us for his name 
and address and further details of any model shown here. 
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PHILCO (GT. BRITAIN) LTD., 30-32 GRAY’S INN ROAD, LONDON, W.C.1. TEL: HOLBORN 5901 
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THE VOICE OF HIGH FIDELITY 





In your choice of speaker enclosure you set the seal 
upon all the equipment that goes before it. No matter how 
good that equipment is the speaker always has the last 
word. 

Three Expert Speaker enclosures are shown here. One, 
the Masterspeaker, has been so widely acclaimed as to need 
no further comment. The other two are brilliantly effective 
within the compass of size and cost. 

Try to make a point of hearing them all. 

















Y, 

WY 

u MASTERSPEAKER 
: SPECIFICATION 

. Bass chamber cap. 9 cubic 
LD feet. Vent at rear. 

LD Frequency response 28- 
_ 20,000 c.p.s. 

_ Angle of diffusion 90°. 
y Unit 15” dual concentric 
Yy with built in crossover 
Yj network. 


Impedance 15 ohms. 
Wood and finish to choice. 


Cabinet fitted with rollers. 
5’ high x 2°10” wide x 2’ deep. £110 ° 0 * 0 


The §=>.45/=1548 


ACOUSTIC COLUMN 
SPECIFICATION 


Impedance 15 ohms. 

12” speaker unit. 

The thickness of wood used in all 
speaker cabinets is #”. 

3’6” high x 1’1?” square. 





The B=>4=JSeam ALL RANGE SPEAKER 


SPECIFICATION 


Enclosure 8 cubic feet. 

12” unit for lower register. 

8” double cone for higher. 
Impedance 15 ohms. 

3’8” high x 2’6” wide x 1’11”’deep. 
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£65-0-0 IF YOU WANT 

HIGH FIDELITY 

For full details YOU NEED AN 
and illustrated literature — 


Ask your High Fidelity Dealer E 4 P E RT 


or write direct to :— 


SALES & SHOWROOMS: 39-41 NEW OXFORD STREET, LONDON, W.C.I. Tel: COVent Garden 2156 
EXPERT GRAMOPHONES LTD. works: « INGERTHORPE,"”” GREAT NORTH ROAD, LONDON, N.2. Telephone: MOUntview 6875 
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THE DECCA FIFTY 


By ANDREW PORTER 


Just under a hundred pounds’ worth of 
discs ; about forty hours, I suppose, of 
playing-time. I will not pretend that I have 
diligently listened to every record in this 
enormous stack from first groove to last. 
Some of them I knew well already, both in 
their original and “ re-transfer ”’ editions ; 
others 1 have sampled, to see if memory 
spoke true ; and others I have played right 
through. I cannot hope to mention them 
all in detail in this review ; so readers must 
turn to the 8-page colour-spread in the 
centre of last month’s issue of THE 
GRAMOPHONE for names and numbers, or 
obtain from their dealers a handy and well 
produced little booklet which gives the full 
details. 


Several factors seem to have gone to the 


making of the “‘ Decca Fifty ’”’, two of the 
chief ones being first, to supply, ready-made, 
a “basic classical record library”? ; and 
second, to give a new lease of life, both by 
re-attracting public attention and, more 
importantly, by improving the sound 
through modern processing-methods, to 
some famous recordings in the Decca cata- 
logue which have by no means outlived their 
usefulness. And so the selection, as well as 
including some of the latest successes, has 
ranged right back as far as the Stuttgart/ 
Miinchinger Brandenburg Concertos of 
1950, the Brahms Fourth Symphony (L.S.O./ 
Krips) and the Ansermet Petrushka which 
held its place in the catalogue for seven 
years before it met with any serious com- 
petition from any more recent version. The 
old records in the 2500 series have been 
re-numbered in the 5000 series, have been 
given new sleeves, and sometimes new 
sleeve-notes. And there have been some 
new couplings. 

I don’t think there can be much quarrel 
with the repertory ; it represents fairly and 
fully the orchestral works which the concert- 
going and record-buying public alike have 
taken to their hearts. I should stress 
orchestral; there are four operatic discs 
(newly composed) of “ highlights” from 
Aida, Bohéme, Tosca and Butterfly, all with 
Tebaldi, and some oratorio ; but there is 
no solo instrumental music save the Mozart 
A major Piano Sonata, K.331, which slips 
in on the back of Backhaus’s B flat Mozart 
Concerto, K.595. There is no chamber 
music, and there are no songs. The bulk of 
the repertory consists of symphonies, con- 
certos and ballet music. And with very few 
exceptions, they are presented in sterling 
performances at the least, and sometimes 
great ones—and all in good, sometimes 
spectacularly good, recordings. The com- 
pany claims that “* all who buy from Decca’s 
90—for whatever reason—will do so secure 
in the knowledge that they are buying 
authoritative interpretations of great music 
faithfully recorded and tastefully presented”, 
and (with the reservation that not all the 
music is “‘ great’’) this is a fair claim to 
make for the series. 

Let us look at this basic repertory a little 
more closely, with some passing comments. 


The earliest music represented is Vivaldi’s 
Four Seasons, with Barchet as soloist and 
Miinchinger’s Stuttgart Chamber Orchestra 
—no longer, perhaps, a first choice, but 
praised long ago by L.S. for being “* played 
in admirably authentic fashion ”’, and very 
enjoyable to hear again. ‘Then Bach—those 
admirable Miinchinger Brandenburgs, still 
the most most convenient and cheapest 
complete set on the market. Handel comes 
in in the form of Messiah highlights, the 
Ferrier collection of Bach and Handel arias, 
and the Fireworks and Water Musics, the 
Harty suites. Mozart is rather thinly 
represented: only the E flat and G minor 
Symphonies and a collection of Overtures 
(all Krips), and the Backhaus concerto and 
sonata mentioned above. For Beethoven: 
the notable Kleiber series, Symphonies 3, 5, 
6, 7 and 9—this last newly cut on to three 
sides, with Schuricht’s No. 1 as filler. No. 8, 
with B6hm as conductor, is newly coupled 
to Mendelssohn’s “ Italian ”’. No one would 
go seriously wrong with any of these, but it 
seems odd to have preferred the Backhaus 
versions of the G major and “ Emperor ” 
Concertos to the Curzon ones (unless the 
fine Curzon/Szell performance of the 
** Emperor ”’ was resistant to sound-lifting 
treatment). There is also a Backhaus of 
the C minor, and Campoli in the Violin 
Concerto. Schubert: the Fifth and 
** Unfinished ’”’ Symphonies. No Schumann, 
not even the Piano Concerto. Brahms: the 
Ist, 3rd and 4th Symphonies (no 2nd; I 
wonder why), and the two piano concertos 
with Backhaus. Tchaikovsky: the 4th, 5th 
and 6th Symphonies (see the regular 
columns this month for No. 6), Ricci’s 
Violin Concerto, and Katchen in the B flat 
minor Piano Concerto—praised in the 
brochure, to my surprise, in words taken 
from almost the only unfavourable review 
it had (by one A.P.!). Dvorak’s “‘ New 
World”; Pierino Gamba’s bunch of 
Rossini Overtures ; Curzon as soloist in the 
Falla/Grieg coupling, and in Rachmaninov’s 
C minor Concerto; Katchen in the 
Dohnanyi “ Nursery’ and Rachmaninov 
** Paganini” Variations ; Bizet’s Symphony 
backed by Prokofiev’s **ClassicalSymphony”’; 
and the following ballet scores: Giselle, 
Sylvia and Coppélia, William Tell and Blue 
Danube, Nutcracker, Graduation Ball, Scheherazade 
(it seems to belong in the ballet context here), 
Tricorne, Firebird and Petrushka. Readers will 
have recognised in this list many discs 
which go on being acclaimed month after 
month: for example, the Ansermet Strav- 
insky performances, and his Scheherazade, 
Kleiber’s Beethoven, Backhaus in Brahms’s 
B flat Concerto. 

Strikingly absent from this repertory is 
any French music beyond the Adam and 
Delibes ballets—a fair enough reflection, I 
suppose, of current taste; and of any 
British music except Handel’s. We should 
also note that, the opera and overture 
collections apart, only fairly substantial 
pieces are represented: and here, I think, 
Decca might perhaps have been a little 


on a variety of topics. 
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more generous, since it is not uncommon for 
a Brahms symphony to offer a Tragic or an 
Academic Festival overture, the St. Anthony 
Variations, or even the Alto Rhapsody, 
** thrown in ”’. Same thing with Beethoven. 
A 12-inch disc containing only the Fifth 
Symphony looks decidedly expensive 
nowadays, while the Fourth Piano Concerto 
is surely a single-sider by present reckoning. 
I expect the answer is that Decca were 
afraid that long sides would involve some 
compromise with sound quality. 

Roughly speaking, one might say that the 
basic technique of recording has not changed 
in essentials since 1950, when the first Decca 
LPs appeared in this country ; but that in 
the process of transferring from tape to disc 
there has been marked improvement. I am 
particularly struck by the way the “ buzz ” 
*‘tizz’”’ which we used to complain of, 
particularly in string tone, has been removed 
in the new editions of the earlier recordings. 
The Fireworks Music provides a good illus- 
tration of this, while Ansermet’s Three- 
Cornered Hat (the complete ballets) comes 
up into the “ spectacular ” class. The four 
operatic discs perhaps deserve a word. They 
are well chosen, and the Bohéme recording, 
the earliest of them, is strikingly improved. 
How excellently Prandelli sings in this set: 
sad that he was not used again by the 
company. All four discs are eminently 
recommendable to those who do not want 
to embark on full-scale operas. 

The sleeve-designs also deserve mention, 
for obviously much thought has gone into 
them. Not all are equally successful; I 
should like to single out the dignified covers 
for the Brahms concertos ; the jolly nursery 
scrawls on the Dohnanyi ; a striking cover 
for the Handel suites, and a clever, pretty 
one for the Four Seasons. Petrushka and The 
Nutcracker are both feeble. I don’t think the 
bust of Kleiber, with his name in larger 
letters than Beethoven’s, comes off as a 
design ; but the other Beethoven discs have 
a most interesting series of iconographical 
material specially photographed for this 
series. 





N.F.G.S. Coming of Age 

The 21st Birthday of the National 
Federation of Gramophone Societies was 
celebrated on November 2nd. The pro- 
ceedings opened with the A.G.M. which, 
as usual, brought forth spirited discussion 
All the Officers o 
the Federation were re-elected as was the 
Committee but for the retirement of Mr. 
Davies of Portsmouth whose vacancy was 
filled. 

The real celebrations took place in the 
evening at a Gala Dinner when the tradi- 
tional cake, minus candles, was cut. 
Amongst the guests were Mr. F. E. Young, 
joint founder of the Federation with Mr. 
W. W. Johnson, its present President, 
Mr. J. K. R. Whittle of E.M.I. Records 
Ltd. who has been associated with the 
Federation since its inception, Dr. Robert 
Simpson, the composer, and Mr. Cecil and 
Mr. Anthony Pollard of THE GRAMOPHONE, 
Following the Loyal Toast glasses were 
raised to The Federation, The Industry 
and The Art of Music. 
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THE HISTORY OF MUSIC IN SOUND 


The History of Music in Sound is a joint 
production of the Oxford University Press 
and “His Master’s Voice”. Eventually 
it will extend to ten volumes: so far 
Volumes 2 to 6 have been issued at 78 r.p.m. 
and these are now available on LP. In 
addition Volumes | and 7 have now made 
their appearance and are available on 
either LPs or 78s. 

In the following contributions by Peter 
Crossley-Holland, Jeremy Noble, Alec 
Robertson and Lionel Salter we give full 
reviews and title details of Volumes | and 7, 
together with a résumé of Volumes 2 and 6, 
which have already been reviewed in these 
pages when originally issued on 78s. The 
references to these previous reviews are 
given on page _ 

* . * 


VOLUME ONE: pe AND ORIENTAL 
MUSIC—CHINA. Three Ancient Melodies. The 
strumming of an elderly gentleman in a state of 
refined intoxication; Waves washing the beach; 
Entering the palace. Louis Chen (jeng). Instru- 
mental and Dramatic Music: The poet rides on 
horseback through the a Orchestra of the 
Classical Theatre of ina. Plum blossom. 
Ja Fuhshi (chyn). Duet from “The Little 
Shepherd’. Ching Yu-feng and T’ang Kuei-fang 
with orchestra. mS from “The Lotus 
Pavilion ” O-yun with orchestra 

5 oan Excerpt from ‘“ The White 

Serpent”. Tu Chin-fang with Orchestra of the 

Classical Theatre of China. Excerpt from 

“ Lady Precious Stream "’; Excerpt from “‘ Beheading 

a son Hsiaso Tsung-i with Orchestra of the 

Classical Theatre of China. Excerpt from 

“Thatched Bridge Pass". Chao Wen-kuei with 

Orchestra of the Classical Theatre of China. 

TIBET. Lamaist instrumental ensemble; Lamaist 

chanting; Hymn by two Nuns (HMS2). 

BODIA. Lullaby. Mme. Nouy with instruments. 

MADAGASCAR. Hair-cutting ceremony. Choir 

and valiha. LAOS. Song of a Nam-ngum barge- 

man; Buzzing of Bees. Thao Nenh (khen). Old 

Dance. Instrumental ensemble. Court of love, 

Male voice and instrumental ensemble (HMS3). 

BALI. A_ drunken woodpecker. Gamelan. 


Excerpt from ‘“‘ Tjalonarang”’. Balinese Theatre. 
Excerpt from a Gamboeh. eman, Tjondon 
Penjetget, Batel. TAHITI. Paoa: Aue, aue 


JAPAN. Court Music: 
Rokudan, Nos. 1, 3 and 6. 
Shinichi Yuize (koto). Song of the Sea Plovers. 
Shinichi Yuize (song with koto). INDIA. Folk 
Music: Rice Transplanting Song; Harvest Pro- 
cessional Song; Toda Song; Death Wail (HMS5); 
Afridi Song; Marathi weaver’s song; Bhajan. 
Classical Music. Carnatic devotional song. Vasanta 
Kakilam. Pahadi (Dhun). Khan Saheb Hamid 
Hussain (sarangi). Kankariyejinamaro. Hirabai 
Barodekar (HMS6). Raga kedara. Ali Hussain 
(shannai) and tabla-player. JEWISH MUSIC. 
Lamenasseah al haggitit (Psalm 8). Moholel kol 
wehol johol. Al naharot bobal hosehoh. Cantor 
Jacob Goldstein (HMS7). ANCIENT GREECE. 
First Delphic Hymn. Epitaph of Seikilos. Arda 
Mandikian. MUSIC OF ISLAM. Near East. 
Muezzin’s call to prayer. S. S. Alami. Taqsim 
bayati. Maulawiyah Atrak. Bedouin Song from 
“El Fayum”. ‘Arab el-Falyum (HMS8). Iraq. 
His image; O you with the dreaming eyes. Muham- 
mad Evendi el Qabbanji. The Maghrib. I spent 
my life. Muhammad el Shuwaikah. Could it be 
that your eves? Muhammad ibn Hasan. The 
Narcissus flower is blooming. Al-Hajj el ‘Arabi ibn 
Sari (HMS9) (H.M.V. HLP2). 

Two 12-inch LPs—H.M.V. HLP1 > price 41s. 8}d. 
each, or nine 12-inch 78s—H.M.V. HMS1-9, price 
lls. 6d. each. Handbook price 10s. 6d. Edited 
by Egon Wellesz. 


The long-awaited first volume appears 
(after Volumes 2-6) within a week or two 
of the first volume of the New Oxford 
History of Music, to which it is designed as 
a companion in sound. And like it, it is 
devoted to music from the world’s high 
civilizations outside Christendom. This 
collection, consisting of fifty-two examples, 
should at once establish itself as the most 
extensive and reliable of its kind. In dealing 
with material where oral transmission (and 
not notation) is the rule, the approach 


(HMS4) (H.M.V. HLP1). 
Dance of the great peace. 


cannot obviously follow the normal historical 
pattern, though some ancient music is 
included. The odds against achieving a 
balanced collection of ancient and oriental 
music are formidable indeed. The editor, 
recognising the vast scope of the enterprise, 
decided to confine his choice of examples 
to those which supplement our knowledge 
of western musical origins (e.g., Greek, 
Jewish and Arabic), together with those 
representing the best of their type from more 
remote cultures (e.g., Indian ; Chinese and 
Far Eastern ; S.E. Asian and Indonesian). 
The ancient Greek, Jewish and Arabic 
examples, in fact, form one quarter of the 
collection. Ancient Greek music surviving 
in notation is very scarce, but is here 
represented by two fragments transcribed 
from sources of the period just before Christ. 
Reinach’s transcriptions (at present 
generally accepted by scholars) may not be 
final, and the performance is modern (Arda 
Mandikian). This is the nearest that scholar 
and artist have so far been able to penetrate 
into what was, from all early accounts, a 
remarkable musical culture. The three 
Jewish examples are all of cantillation and 
show no great variety. One is remarkably 
like the first Gregorian psalm-tone and is a 
reminder of the influence of Synagogue 
chant on Christian chant. It is a pity that 
Chassidic song and folk song are not 
included. 

Islamic music as a class has a certain 
intensity and abandon, especially in its use 
of the voice in love songs. The eight 
examples range fairly widely both geograph- 
ically and musically, but unfortunately 
include nothing from the ceremonies of 
the Dervish Orders (Muslim monks), where 
it reaches its highest manifestations. After 








The long trumpets of Tibet 
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Kemal Ataturk’s prohibition these becam: 
more and more difficult to find, though b» 
no means impossible. 

Going further afield, we come to th 
richer tradition of India (11 examples). As 
a collection, this is unusual in includins 
seven interesting and varied examples cf 
folk music of a type little known in the 
West. The technical quality of four of these 
is not up to the rest of the collection, though 
fortunately the essentia] features are not 
obscured. The four classical examples 
contain some good ragas (melody modes 
having a prescribed mood ; every classical 
composition is based on a raga). One of 
these, played on the shannai (North-Indian 
relative of the oboe) with tabla (drum) is 
outstanding in performance and evocative 
quality. Such ragas can last wel] upwards 
of half-an-hour in India, and the collection 
has had perforce to content itself with short 
but carefully chosen extracts. There is 
material for comparing the song styles of 
North and South India. The only stringed 
instrument represented is the sarangi. The 
more famous vina and sitar are conspicuous 
by their absence, and so (more understand- 
able because of its rarity today) is the 
svara-mandala, a precursor of the gipsy 
cimbalon and hence of importance in the 
study of European keyboard origins. The 
music of the Far East (more austere, yet 
more programmatic than that of India) is 
well represented by seventeen examples 
from China, Japan and Tibet (but excluding 
Mongolia and Korea). China has four 
attractive jeng and chyn (zither) pieces, 
remarkable for their power of pictorial 
suggestion, one instrumental ensemble, one 
dramatic song and five excerpts from drama 
and opera. A real folk song would have 
been welcome, as would also a composition 
for an instrument besides the zither (e.g. 
flute). Japan has a remarkable example of 
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Thurston Knudson and All Star Orchestra 
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Chiistmas Entertainment for all tastes 
PERFECT FOR DANCING No. 4 10” LP MG.10020 
Tommy Kinsman and his Band 
The latest in this popular series 
. NINO RICO PLAYS CHA-CHA-CHA 10” LP MG.10016 
Dance Music Seeainian aus Suet 
Kent Harian and his Orchestra 
PHIL TATE & HIS ORCHESTRA I2”LP MG.20013 
Dance Teacher’s Strict Tempo Series 
S ° THE INTOXICATING MISS WHISKEY 10° LP MG.10018 
Riffle with the Chas. McDevitt Skiffle Group 
; HAMP 1956 12” LP MG.20012 
P Lionel Hampton and his Band recorded at L’Olympia, Paris 
: jazz BRITISH JAZZ 12” LP MG.20011 
Johnny Keating and All Stars 
STRING RHAPSODY 12” LP MG.20018 
Light Music Michael Freedman and The Debutantes 
THIS IS LONDON 12” LP MG.20015 
A musical tour of the Metropolis 
ROMANTIC HOHN HANSON SINGS 7” EP EP-7004 
Selection from “ The Desert Song ” and “ The Student Prince ” 
POPULAR RUSS HAMILTON 7” EP EP-7005 
We Will Make Love/Rainbow 
Wedding Ring/I Still Belong To You 
SALAD DAYS 12” LP MG.20004 
" With the Original Cast 
Music from the Shows FREE AS AIR 12” LP MG.20016 
With the Original Cast 
Cakavret CONTINENTAL COCKTAIL 12” LP MG.20020 
Stanley Laudan and his Ensemble 
Comedy HELLO PLAYMATES. Arthur Askey 12” LP MG.20017 
A new recording of the songs that made him famous 
Diverttissement MUSIC FOR THE TIRED BUSINESSMAN i0”° LP MG.10014 
The Edward Kay Ensemble with four vocals by Frances Farwell 
SOUNDS OF TIME 12”LP MG.20021 
Decumentary Britain’s tremendous story of the vital years 1934-1949 
THE INVESTIGATOR 12” LP MG.20006 
Brilliant Political Satire 
—— 20TH CENTURY FOLK MASS 12” LP MG.20019 
Religious Frank Weir and his Orchestra 
Cantor C. Young and The Peter Knight Singers 
ALIBI FOR DRUMS 10° LP MG.I100I1 





CHRISTMAS GIFT SUGGFST.ON 
TOURIST’S LIGHTNING LANGUAGE 
COURSE 


in French, German, Italian or Spanish 
Two 7’ EPs and ‘Booklet in Wallet 
Complete. 
35/- inclusive 











Titles by other exclusive Oriole artists, Maxine Daniels, 
Donald Peers, The Zodiacs, Rita Williams, etc., etc. may 


be found in our monthly supplements. 


ORIOLE RECORDS LTD, 315/7 OXFORD ST., LONDON, W.I 
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JUNUOR 





ie this entirely new design 
superb workmanship and attract- 
ive styling are combined with a 
comprehensive specification, in- 
cluding every worthwhile feature 
contributing directly to better 
performance, together with ease 
of installation, operation and 
matching. 


Complete freedom of pick-up 
selection and provision for pre- 
recorded tapes are but two of the 
many valuable features incorpor- 
ated in the design. 


The most important single factor 
contributing to the incredibly low 
price, in relation to performance 
which has been achieved, is the 
quite new method of construction 
which has been adopted. This 
not only has many _ technical 
advantages but substantially cuts 
production time and hence pro- 
duction costs. 


At | £11 
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AMPLIFIER 





so. 


2c oo o@ 
LONER HES TAN . : 
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in the world. 







¢ Rear view of Control 
Unit showing neat 
grouping of all con- 
nections, pre - set 
controls, etc., on a 
single recessed panel 
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FEATURES 





m HIGH,.PICK-UP SENSITIVITY, 
sufficient to operate from any pick-up in 
the World, including low output variable 
reluctance types. 


m TWO PICK-UP IMPEDANCES 
covering all pick-up requirements. 


Mi PRE-SET CONTROLS fitted to ali 
inputs excepting MIC., but including 
Tape Output, facilitate matching. 


Mm MUTING CONTACTS fitted to 
input Selector to prevent possibility of 
** break-through.”’ 


m FOUR ACCURATE RECORD 
CHARACTERISTICS carefully chosen 
to compensate satisfactorily for any 
record liable to be encountered. 


Mm TAPE RECORD AND REPLAY 
SOCKETS permit use with a complete 
Tape Recorder. Panel adaptor available 
for Portable Recorders. 


m OPTIONAL BUILT-IN TAPE 
CHARACTERISTIC removal of internal 
link provides” CCIR tape characteristic 
on Tape Replay socket. Simple addition 
of our Booster Unit permits playing of 
pre-recorded tapes direct from tape 
head. 


CONTROL UNIT 


mi SWITCHED LOW PASS FILTER 


the new RD JUNIOR Mk.II represents the finest Control Unit value 


F irst introduced very nearly three 
years ago the RD JUNIOR Ampli- 
fier, apart from detail improvements, 
is still produced virtually in its 
original form, and retains all the 
features which have achieved and 
maintained world leadership in the 
medium-priced amplifier field. 


14 watts Peak Output 

‘**Ultra Linear’’ Output Stage 
Grain Orientated Laminations 
High Margin of Stability 
Exceptional Power/Frequency 
Curve 


Generous Inductance Smoothing 
Ample Spare Power 


Unique ‘‘ Impedance Plug ” 
Speaker Matching 





essential in reducing the distortion 
experienced from poor radio trans- 
missions or worn records. 


m WIDE RANGE TONE CON- 
TROLS, continuously variable Bass and 
Treble controls using Baxandall circuit. 


m UNIQUE CONSTRUCTION 
eliminates the conventional metal chassis 
which is replaced by a bakelite panel, 
similar to a printed circuit, on which 
components are mounted e’-her side. 
Wiring is virtually eliminated by com 
ponent to component connection and 
hum reduced to a minimum by simplified 
earthing. The resulting layout is compact 
yet accessible and consistency of perform- 
ance is assured by rigid fixing of stray 
capacities. 


mi RELIABILITY backed by a unique 
unconditional TWO YEAR GUARANTEE 
against faulty materials or workmanship. 


m EXCLUSIVE STYLING features an 
attractively designed panel available in 
a choice of four colours—still exclusive to 
“RD” equipment. The edges are 
radiused and the control knobs, a new 
design moulded to our order, «ve partially 
recessed. Control functions are clearly 
marked and an unobtrusive indicator 
light is incorporated. 


Available from leading High Fidelity dealers throughout 
the country. 





free on request. 





Illustrated leaflets describing the complete range of matched equipment 
forming the RD JUNIOR Home High Fidelity System may be had post 








ROGERS DEVELOPMENTS (Electronics) Lid. 


« RODEVCO WORKS” ft 4-14 Barme:ton Road gf Catford mf London S.E.6 


Telegrams : RODEVCO LONDON S.E.6 


Telephone : HiTher Green 7424 
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’ ‘When we introduced the Goldring ‘*500”’ Variable Reluctance Cartridge our claim for 
: it was a modest one—simply that it was a very good high fidelity cartridge at a very reasonable price. Amateurs 
' and experts throughout the world have described the ‘‘500”’ in rather more glowing terms, and 
; we have been happy to accept their judgment. But we have not been content to leave matters there. 
‘ : Development work has proceeded on a new cartridge—the first in Great Britain 
° to be designed specifically around a diamond stylus. Full advantage has been taken of the technical 
superiority of the diamond and, in addition, its long playing life obviates 
the need for compromise between optimum mounting arrangements 
and extreme simplicity of stylus replacement. This new 
7 ; , ' ; ; 
me cartridge—the ‘‘600”—will delight both the musically meticulous 
S- 
and the hi-fi “fanatic”. Our claims for it are 
. : SS osee Be Ma not this time so modest. The reception of the 
t Gl Ris “500” points clearly to the “600” being 
N 
is destined for world fame. 
ol, | The ‘*600°’ is similar in shape 
“ ‘“ and size to the latest version SS , 
“ of the “500”. Replaceable styli eonaeae 
n cae aes 
ed —diamond for L.P. and ) 
= sapphire for 78 r.p.m. 


a" 


ay : Mu-metal shield. 


Specifications for both 


a wy 
¥, 

oe? ie oe 
Og “ a 






ue E eS re 
EE 2 cartridges are broadly the SONOS BF ee 
a : same but the ‘600” has a ae aocnennennceriiie Fees 
in os much-extended frequency . “Pos CRS ye secre 
to % : INT RO NSIS fo eae . ' 
-_ response, the efective mass EM eo) &0):41 leq -1 ele 
al | at stylus tip is halved ND UE Pa, Nn 
ly . . Be UM ip pig in SS iar he 
rly and compliance is pais YY GR. ose II ag Pace 
tor | . , eee 7 NN OO fn eaitneetieeaen 
substantially increased. Assn Ke . Se LLG tis seeder 
SILL EPR, Sin EN ih Yi 
Improved transient response Re aeorecoaete P ce ty YY GOLDRING 
; s SL Boe YY 
_and “presence” are not easily , Yyy , MANUFACTURING COMPANY 
defined mathematically but fs (GREAT BRITAIN) LIMITED 
: are very evident aurally. VY 486-488 a _ Leytonstone, London Ell 
| Leytonstone 
Price 8 gns plus P.T. £3.5.6 SEZ ee 
SALLE RG 
3 See igs IEE I 4 ete 
i. 4 LL a OL CM 
E.6 ; 
424 
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Concerto eee for purse strings 


It costs a lot to build a good collection of music — without a Grundig Tape Recorder. 
With a Grundig it’s much easier. On one spool of tape you can record (with superb fidelity) 

two or three major works and still not be committed to your choice. If, later, you hear a 

version you prefer, all you need do is re-record on that section of the same tape and auto- 


matically erase all traces of the original recording. 
Being able to change your mind freely (in both senses of the word) is only one of the 


exceptional virtues of a Grundig Tape Recorder. 
a 


A tape recorder by 


provides the themes AND the variations 


Take your score from here... BY FILLING IN AND POSTING THIS COUPON 
Taxeiee GRUNDIG (Gt. Britain) LTD. pert. G, 39/41 New oxForD ST., LONDON, W.C.1 d 
PRICE 100 gns. Please send me a copy of your illustrated booklet on the Grundig TK830/3D 


excluding 
microphone 


(Flectronics Division, Gas Purification & Chemical Co. Ltd.) 
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response and quality of reproduction. 


more reason why Garrard units are the finest in the world. 


CS 


series 
THE GARRARD ENGINEERING AND MANUFACTURING CO. LTD SWINDON 


The 
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The operator shown above is assembling the component parts of the 
Garrard Crystal Pickup Cartridge, the accuracy of which is essential in main- 


factor in the reputation gained by Garrard for the superb quality and reli- 


ability of their gramophone equipment. 


taining the required frequency 


R 


pA _____i___ 
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The GRAMOPHONE 


50 excellent reasons why 


We're rather “choosy” at Classic—and most of our 
customers are the same. We are specialists in Hi-Fi, TV, 
and TR equipment, and our tradition is to stock and 
sell only the best. Each item is chosen because we believe 
it to be a quality product ; one that measures up to our 
standards. Every item listed below is a normal stock 







SECTION I 
GRAMOPHONE MOTORS 
All makes in stock 


SECTION Il 
PICKUPS 


SECTION Iil 
TUNER UNITS 


SECTION IV 
AMPLIFIERS 


SECTION V 
LOUDSPEAKER UNITS 


ECTION VI 
COMPLETE 
LOUDSPEAKER 
ASSEMBLIES 


SECTION VII 
TAPE DECKS, etc. 


SECTION VIII 
COMPLETE 


TAPE 
RECORDERS 


SECTION IX 
CABINETS 





FULL FACILITIES FOR COMPARATIVE 


you should 


COME TO CLASSIC 


Item 
No. Make 

1 Connoisseur 
2 Collaro 

3 Lenco 


4 Ortofon 
5 Goldring 


6 Collaro 


7 Goodsell 
8 Dynatron 
9 Lowther 
10 Jason 


Il R.C.A. 

12 Goodsell 
13 Goodsell 
14 Lowther 


15 Goodmans 
16 Goodmans 
17 Goodmans 
18 Goodmans 
19 Goodmans 
20 G.E.C. 

21 Lowther 


22 Classic 
23 Classic 
24 Classic 


25 Classic 


26 Wharfedale 
27 Wharfedale 
28 Wharfedale 


29 Rogers 


30 Bradmatic 
31 Bradmatic 
32 Bradmatic 
33 Brennell 

34 Brennell 

35 Bradmatic 
36 Sonomag 


37 Ferrograph 
38 Ferrograph 


39 Ferrograph 
40 Vortexion 
41 Spectone 

42 Vortexion 
43 Truvox 

44 Period Hi-Fi 


45 Period Hi-Fi 
46 Period Hi-Fi 


Model 
No. 


Vari 3-speed 
4T200 


GL56 


Type ‘C’ 
600 (with BJ 
Arm) 


FMT 501 
Switched FM 


ar 
Switched FM 


N/Ortho 
MAS Core 
Williamson 
TP10 


Axiom 22 
Axiom 150 
Audiom 60 
Audiom 70 
Audiom 90 
Metal Cone BC 
P.M.6 


Model 501 
Model 502 
Hollywood 
3 Unit 
Kentucky 
Unit 


system 
Corner Horn 


5L 

5C 

Stereo 

Mark II 
Pre-Amp 
Stereo Pre-Amp 
Mark II 


66/N 
Model 77 
Model 88 
Model 2A 
Mark III 


Model 2B 
Mark III 


47 Classic Period R.G.1 
48 Classic Period L.S.1. 


6 MONTHS’ CREDIT. 


Delivery 


Ex/stock 
Ex/stock 
Ex/stock 


Ex/stock 
Ex/stock 


Ex/stock 


Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 


Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 


Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 


Ex/stock 
Ex/stock 
Ex/stock 


Ex/stock 


Ex/stock 
Ex/stock 
Ex/stock 


Ex/stock 


Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 
Ex/stock 


2-3 weeks 
Ex/works 
6-8 weeks 
Ex/works 

8 weeks 
Ex/works 
6-8 weeks 


Ex/stock 
Ex/stock 


Ex/stock 
3-4 weeks 
2-3 weeks 
Ex/stock 
Ex/stock 


Cash 


Price 


130 
140 


90 
45 
30 


15 
15 
10 
10 


18 
18 


16 


10 


— 


coooo wow 


o coo 
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NO EXTRA CHARGES. 


C.S. Terms 

Deposit Payment 

gs ¢. 

3 2 O Yof 62/2 

2 211 QYof 42/5 

211 O QYof S5i1/- 

218 9 QYof 58/1 

1 7 S$ 9of 27/5 

1 0 O 6o0f 20/- 

2 3 4 Yof 43/4 

315 O 9Yof 75/- 

3 7 8 Yof 67/8 

116 7 9Yof 36/7 

410 0 9Yof 90/- 

119 3 9Yof 39/3 

6 4 3 Y9of 124/3 

215 0 Q9of 55/- 

29 0 Yof 38/- 

1 3 8 9of 23/8 

1 0 O 9Yof 20/- 

11110 9of 31/10 
3 1 7 9Yof 61/7 

1 0 O Yof 20/- 

2 1 6 Yof 41/6 

311 4 9of 71/4 

3 § 3 Yof 65/3 

6 7 O 9of127/- 

813 3 9of 173/3 

4 8 0 9of 88/- 

2 6 8 Yof 46/8 

8 1 8 9of 161/8 

3 6 2 Y9of 66/2 

412 4 9of 92/4 
510 O 9of 110/- 

7 0 9 9Yof 140/9 
2 1 6 Yof 41/6 
2 1 6 Yof 41/6 
714 0 9of 154/- 

43 1 9of 83/1 

918 7 9of 198/7 
11 1 9 9of221/9 
12 2 6 9of 242/5 
10 18 O 9of218/- 

710 1 9of 1151/1 
1118 8 9 of 238/8 
710 1 9of15i/I1 
14 6 O 9of 286/- 
15 8 0 9 of 308/- 
918 O Yof 198/- 
419 O 9Yof 99/- 
3 6 O Yof 66/- 


DEMONSTRATIONS AND FREE 


H.P. Terms 


Deposit 
£ 


Ss. 
14 5 
9 15 
11 13 
13 17 
6 4 
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— 
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— 
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item, and we are prepared to pack and despatch it to 
you promptly in any part of the world. Full Hire Purchase. 
and Credit Sales Terms are available in Great Britain 
and Northern Ireland. Credit Sale agreements must 
be cleared in nine months—all articles advertised can 
be purchased on six months credit—no extra charge. 


Payment 

12 0f 26/9 
12 of 18/3 
120f 21/10 
120f 25/4 
120f 11/8 


18/5 


12of 13/7 
12 0f 26/3 


12 of 17/8 


12 of 
12 of 
12 of 


12 of 


12 of 
12 of 
12 of 


12 of 


12 of 
12 of 
12 0f 60/- 
12 of 
12 of 
12 of 
12 of 


12 of 
12 of 


12 of 103/4 
12 of 101/6 


120f 63/11 
12 of 101/8 
I2o0f 63/11 


12 of 121/10 
12 of 131/3 
120f 84/4 
120f 41/- 
120f 28/4 
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Export 
Price 


id 
1 


68 
108 
68 


130 
140 
90 
45 
30 


S. 
0 
10 


6 10 


5 
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17 
10 
0 
10 
10 
0 


17 
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BANKERS ORDER or 6 CHEQUES WITH ORDER 


TECHNICAL ADVICE 


FULL MAIL ORDER AND EXPORT FACILITIES * WIDE RANGE OF CABINETS FROM SIMPLEST TO THE BEST 


Telephone: ADDiscombe 6061/2 
ELECTRICAL COMPANY LIMITED, 352/364 Lower Addiscombe Road, CROYDON, Surrey 





GLASS £EE 


Telegrams: Classifi, Croydon, Surrey 
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the ancient Court dance music, mysteriously 
remote from our normal musical experience, 
some vigorous variations for the koto 
(zither) and a song accompanied by the 
koto. Excerpts from the dramas and religious 
ritual are not included. Whilst owing 
something each to China, India and Persia, 
the music of Tibet is unique in Asia. In the 
Lama temple ensemble the long trumpets 
hold a drone like an eternal solemn organ- 
pedal ; the oboes (surna) play an expressive 


melody, ever-changing like the panorama of | 


events in passing time ; and the music is 
punctuated by the cycles of the various 
percussion instruments. The voices of the 
monks chanting are as deep and compelling 
as those of the nuns in their song are as high 
and charming. There are no extracts from 
the mystery plays or of a more popular 
nature (e.g. folk music). 

The music of South-East Asia and 
Indonesia (nine examples), again different 
in its lighter touch from that of the Far East 
and of India, is here represented by 
Cambodia, Laos (Indo-China) and Bali (but 
not by Siam, Burma and Malaya). Balinese 
music and the rich orchestration of its 
gamelans is already fairly well known in th: 
West, but that of Laos very little, and some 
of these examples have a special attraction, 
like the plaintive bargeman’s song played 
on a khen, a mellow bamboo instrument. A 
song from Madagascar shows some Indo- 
nesian features, the Hova people of that 
island being of Malayan origin. For good 
measure two Polynesian songs from Tahiti 
are thrown in: an ancient tribal song-dance 
and a song accompanied by a Hawaiian 
guitar showing modern western influence. 
Apart from the song from Madagascar and 
one Indian example, including a_har- 
monium, this is the only song showing 
western influence: it has been avoided in 
the examples chosen—no easy task con- 
sidering the recent spread and influence of 
the lower forms of western music all over the 
East. As honestly explained by the Editor, 
this has sometimes meant using older and 
technically less good recordings in order to 
ensure authenticity (e.g. in some Arabic 
music). 

All in all, the examples have been selected 
responsibly, and the quality of the music, its 
performance, and (with the few exceptions 
mentioned) the technical quality are very 
high. The forty-one page handbook which 
accompanies the records (compiled by 
Professor Gerald Abraham) contains a lucid 
description of each piece recorded. There 
are ten plates of attractive pictorial illustra- 
tions of musical instruments and perform- 
ances, ranging from modern photographs 
to reproductions from  sixteenth-century 
MSS. The immediate sources (but rarely 
the primary sources) are acknowledged for 
nineteen examples, and it is easy to guess 
that some of the remainder were specially 
recorded from live performances. But in a 
work backed by some weight of authority, 
one could have hoped for fuller documenta- 
tion. The descriptions of ten of the fifty-two 
pieces are accompanied by transcriptions 
into western musical notation. In at least 
five cases these transcriptions are taken, not 
from the recorded performances, but from 
the works of scholars writing in the late 
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nineteenth and early twentieth centuries, 
and in some instances they show consider- 
able differences in rhythms and sometimes 
even in notes from the performances. As 
regards the three Chinese jeng (zither) pieces 
the transcriptions, if that is what they are, 
give only a sketchy idea of the examples 
themselves. Not all transcriptions are at 
pitches corresponding to the sounds of the 
recording. But as a rough guide they serve 
well enough. For students, collectors and 
amateurs of music, this is an important 
collection. It is not ideally balanced and 
there are good reasons why it could not be. 
As is well known, however, the main 
traditions of music in any high civilisation 
are religious, cultivated secular (including 
dramatic) and folk, so it is a pity that some 
countries and areas are here represented by 
one of these categories only. But it is 
essentially a collection on which to build, 
for it is now possible to fill in some of the 
gaps indicated and to supplement various 
sections with equally authentic material, 
thanks to the wealth of recordings which 
have been steadily appearing since this 
work was originally planned. 
PETER CrRossLEY-HOLLAND. 


* * * * 


Volumes II to VI of the History of Music 
in Sound have already been reviewed in 
THE GRAMOPHONE in some detail—refer- 
ences to the previous reviews can be found 
below—so that I shall confine myself to a 
brief notice of certain newly recorded items 
and a few observations on the relative 
merits of the new LP discs from the point 
of view of the general listener. But first a 
few generalities about the History as a 
whole. As readers will know, it was designed 
to fulfil various functions—to illustrate the 
New Oxford History of Music (of which the 
first two volumes have so far appeared), to 
provide illustrations of important musical 
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styles and trends for the use of lecturers and 
students, and (not least, I hope) to provide 
the general record-buying public with a 
really good historical anthology. Now, like 
one of those multi-purpose household 
gadgets, the History of Music in Sound in 
practice does some of these things better 
than others. The idea of providing an 
extended musical history such as N.O.H.M. 
with illustrations in sound, instead of 
merely in print, is an excellent one, and so 
far as I know this is the first time it has been 
attempted—certainly the first time on this 
scale. The Editorial Committee deserves 
the highest praise for its imagination in 
devising this scheme. 

But of course N.O.H.M. is a com- 
paratively specialist affair. It’s planned to 
run to ten volumes (to each of which one 
* volume ” of discs will correspond) and 
an index volume; this is certainly too 
expensive a proposition for most musical 
amateurs. It was therefore extremely 
sensible to produce modest, paper-covered 
handbooks (price 10s. 6d.) to give the 
necessary background information for each 
piece of music recorded—setting it in 
historical perspective and indicating what 
particular style or form it had been chosen 
to represent—as well as giving at least some 
of the music. These handbooks are really 
indispensable to anyone who wants to use 
the records for any purpose more elevated 
than mere browsing—and, in fact, they will 
greatly add to the browsers’ pleasure too. 

But there are a number of less satisfactory 
features in the series considered as a whole. 
For one thing some of the performances are 
no more than routine, and a few are poor— 
particularly in the earlier volumes. The list 
of performers has a rather parochial look 
about it, and some of them are better 
represented than their performances would 
seem to warrant. The most serious failing 
of the series, though, is not in execution but 





